EDITORIAL 


Words from the past, music from the present, and 
hopes for the future are all presented in this edition of 
Balungan. Through the years, many people have 
submitted articles and interviews that never appeared 
in print. We take this opportunity to bring some those 
contributions to light: Elaine Barkin’s 1990 interview 
and report on Komang Astita's residency at UCLA in 
1995, and an extensive compendium of gambang 
cengkok compiled by Carter Scholz in the early 90s. 

As happens with the passage of time, the gamelan 
community has lost many good friends and teachers in 
recent years. Nancy Cooper gives us an interview of 
one of the most popular and at the same time unique 
Javanese pesindhen, Nyi Tjondroloekito (192?-1997). 
Rag for Deena, by Barbara Benary, was dedicated to 
Deena Burton (1948-2005), an artist and scholar active 
in Indonesian arts in New York City. New music in 
Indonesia lost a great champion in Harry Roesli, a 
dedicated composer and activist based in Bandung but 
well known throughout the nation. Many will miss the 
American composer and gamelan enthusiast Lou 
Harrison (1917-2003). This issue includes a previously 
unpublished score, and the documentation of the 
gamelan Harrison and partner William Colvig 
(1917-2000) built at Mills College in California. 

Two previously unpublished Indonesian composers 
have scores here. The composition by Slamet Sjukur is 
entirely vocal; a sort of “mouth-gamelan.” Michael 
Asmara’s piece for piano is also quite theatrical. 

The most recent information is in Andrew 
McGraw’s discussion and transcriptions of Trimbat by 
Ida Bagus Made Widnyana, drawn from Andy’s just- 
completed dissertation on new music in Bali. Also new 
to many readers will be the English version of Rahayu 
Supanggah’s important theoretical article on the 
Javanese musical concept gatra, as well as the complete 
notes for his self-produced CD Homage to Tradition. 

Looking to the future, this issue marks the debut of 
the electronic version of Balungan. Articles appear at 
www.gamelan.org/balungan, with some additions. 

I appreciate the support shown by several libraries 
to continue a print edition; an exclusive monograph 
will be included in each annual issue. OTOH, 
www.gamelan.org serves an ever-growing cyber- 
community of gamelan players, scholars, and others 
involved in Indonesian arts and their international 
counterparts. 

jody diamond 
hanover, nh 
7/7/2005 
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TRADITIONS 


Gatra: A Basic Concept of Traditional Javanese Gending 


by Rahayu Supanggah 


Introduction 


In daily life, the Javanese community takes the word 
or term gatra to mean a beginning, a bud, the early 
form or embryo of a final form of something, which 
will provide both life and meaning to that thing. It 
may be a living creature, either plant or animal. When 
a baby in a mother’s womb first begins to take human 
shape, the Javanese describe it as wis gatra, which 
means it already has its early form. In Old Javanese or 
Kawi, gatra means body or picture. Likewise, when a 
seed begins to sprout and its shoot becomes visible, or 
when a branch or twig begins to grow leaves, the 
shoot or bud can be called a gatra. Thukulan, thokolan, 
or bean sprouts can also be called gatra. 

Why the Javanese karawitan community uses the 
word gatra to describe one of its highly important and 
conceptional elements has not been established. Not a 
single karawitan theoretician has explained the 
concept of gatra from the perspective of an early form 
of life. All practitioners and students of traditional 
karawitan, whether they realize it or not, will be 
unable to separate their karawitan, or musicianship, 
from what they call gatra. A singer or instrumental 
player — whether of gender, rebab, bonang, gambang, 
sindhen, kendhang, siter, suling, or saron — and any 
other musicians involved in a karawitan (gendhing) 
performance, will always take the various elements 
and aspects of gatra into consideration as an 
important point of reference for their treatment or 
garap of the music. Although the importance of the 
position and role of gatra in karawitan is known, not 
many people have undertaken a deeper, more detailed 
explanation or analysis of the mystery that is gatra. 

Sindusawarno, Martopangrawit and Judith Becker 
have all touched on the importance of gatra as an 
object for the analysis of pathet. Sindusawarno with his 
ding-dong concept (1962)," Martopangrawit with his 
concepts of maju-mundur and direction of seleh notes 
(Martopangrawit 1975: 57), and Judith Becker with her 
contour concept (1980) have opened our eyes to the 
importance of gatra in traditional Javanese karawitan, 
especially in Surakarta style, which is the style 
discussed here. 


Gatra 


So far, in everyday discussions on traditional 
karawitan, gatra is often understood to mean the 
smallest unit in a gendhing, a composition of 
Javanese karawitan, consisting of four balungan 
strokes. 

e e e e 
A B Cc D 

Important karawitan figures have proposed at 
least two sets of terms to describe each part of a 
gatra; both are used in traditional Javanese 
karawitan circles. Ki Sindusawarno used the term 
ding kecil to describe the first balungan stroke (A), 
dong kecil for the second balungan stroke (B), ding 
besar for the third balungan stroke (C), and dong 
besar for the fourth balungan stroke (D). 
Sindusawarno’s format for a gatra is thus: 

ding kecil (A) 
dong kecil (B) 
ding besar (C) 
dong besar (D) 

Ki Sindusawarno was a teacher with a 
background in the hard sciences; he mastered both 
theory and practical skills of western music. He had 
a great love and interest in the development of the 
theory of Javanese karawitan, and wrote Ilmu 
Karawitan [Theory of Karawitan], which became an 
important reference in the world of karawitan 
theory. Some of his ideas still reverberate in certain 
(conservative) karawitan communities, particularly 
[the national high school conservatory] 
Konservatori Karawitan Indonesia or KOKAR. 
(This school subsequently became known as 
Sekolah Menengah Karawitan Indonesia, or SMKI, 
and has now become Sekolah Menengah Kejuruan 
or SMK 8.) As of the year 2000, Ki Sindusawarno’s 
book is still used as a main textbook. 

Martopangrawit, with his background as a 
master artist or musician of karawitan, or pengrawit 
empu, and an intellectual pioneer in the field of 
karawitan theory, chose to use terms of a more 
artistic nature. This is particularly evident in his 
choice of terms related to (practical) karawitan 
treatment, in which he uses references drawn from 
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the kosokan (direction of bowing) of the rebab. 
Martopangrawit’s format for a gatra is: 


maju/ forward (A) 
mundur/back (B) 
maju/ forward (C) 
seleh (D) 


Judith Becker does not assign special terms to each 
separate part of a gatra but rather identifies gatra (or 
balungan) according to its contour, which is classified 
and distinguished by looking at the different orders of 
pitch in the balungan. For example, the gatra (with the 
balungan) 2321 has the contour: 


This actually has the same contour as the balungan 
5653, 3532, etc. The gatra 6365 with the contour: 


has the same contour as the gatra (with the balungan) 
1516 or 5253, and so on. 

These three scholars basically see the gatra more as 
an object with a fixed form, although I should note 
that Martopangrawit already sensed that gatra was 
something both alive and dynamic (for which see his 
concept of irama). 


Hierarchy 


From the names given to the parts of a gatra by 
Sindusawarno and Martopangrawit, we shall attempt 
to understand their concepts of a gatra. Sindusawarno 
more explicitly reflects that each part of a gatra has its 
own dimension or hierarchical role, with a different 
function or position, whose level depends on its 
position within the gatra. 

The term dong, face to face with ding, clearly 
indicates a difference in dimension or level, in which 
dong is considered more important (higher) than 
ding.’ 

This will become clearer if we attempt to refer to and 
compare it with the same term, dong, which is used in 
traditional Balinese karawitan. Dong is a karawitan 
term that refers to the name of a pitch with the most 
important function in (most) Balinese karawitan 
compositions/gending, or the pitch often used for the 


final gong note (used to end most gending), whose role 


or function is more important than [the other Balinese 


pitch names] deng, dung, dang or ding. Ki Sindusawarno 


explicitly used the term dong to correspond to the 
western term tonic. He often used the term tonic in his 
discourse about the theory of karawitan 
(Sindusawarno, 1962: 22-23). The use of the terms kecil 
(small) and besar (big) together with ding and dong 
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clearly show the difference in hierarchical function 
or role of each part of the gatra. 

Although less explicit, Martopangrawit’s 
concept of gatra also implies the existence of a 
hierarchy of role or function of each part of the 
gatra. The use of the word seleh [end of cadence or 
goal tone] for the final stroke of a gatra clearly 
shows his awareness of or intention to denote the 
important role of the final part of the gatra. Seleh is a 
musical point of reference; almost every instrument 
in an ensemble is orientated to the seleh note. Seleh 
also means terminal, the end point of a journey or 
action, or it can also mean a feeling of submission or 
resignation, to stop or end something with a feeling 
or relief. 

There is a similarity of meaning between 
Martopangrawit’s seleh and Sindusawarno’s dong, 
in connection with its role or position as a musical 
reference point for instrumental and vocal treatment 
in traditional Javanese karawitan. Meanwhile, maju 
(forwards) and mundur (backwards), which refer to 
the bowing of a Javanese rebab, indirectly indicate 
that mundur is heavier than maju. This may be 
observed at almost every important point (especially 
seleh) in a gending, when the rebab player uses a 
backward bowing motion.’ 

If this assumption is correct, the hierarchical 
order of the balungan strokes in each gatra, 
according to these two karawitan experts, may be 
formulated as follows: 

a) Sindusawarno gives the order of strength as D- 
B-C-A (dong besar is the strongest, dong kecil 
second strongest, ding besar weak and ding kecil 
weakest). 

b) Martopangrawit gives the order of position or 
strength as D-B-A/C (seleh is the strongest part, 
mundur is the second strongest part and maju, in 
both position A and C, has the same weak 
position). 

There is no outstanding difference between the two 
in the hierarchy of each part of the gatra. Both agree 
that D holds the strongest position, followed by B. A 
slight difference of opinion then appears as to the 
positions of A and C. In this case, Martopangrawit 
chooses to be more careful, not differentiating 
between the two, or choosing to place the two (A 
and C) on the same level, as is reflected in the name 
given to both: maju. 

We can look more closely at gatra, by placing it 
as a concept with wider dimensions. In my opinion 
at least, I understand gatra to contain the following 
elements. A gatra: 

1. Isaunit; 

2. Hasalong measurement, by dividing the 

unit into different parts; 


3. Has each part with its own hierarchical 
function, position and role (aside from 
whether or not we agree with 
Martopangrawit or Sindusawarno’s 
hierarchy) according to its place within the 
gatra; 

4. Has a melodic journey or movement. It should 
be noted that although, at certain times, the 
balungan gending may be fixed on one pitch 
for a relatively long duration (possibly more 
than one gatra), as in the case of balungan 
nggantung, nevertheless the instrumental 
treatment does not always stay on the same 
pitch but may play around the pitch of the 
balungan nggantung.* It is this melodic 
movement of a gatra that is often presented as 
“types” of balungan arrangement (for 
example balungan mlaku, nibani, nggantung, 
muleg, ngandhal, pacer, pin mundur, dhe-lik, 
maju kembar, mlesed and so on), contour or 
direction of pitch. Due to these characteristics, 
a gatra: 

5. Has both shape and form (including what is 
implied in Judith Becker’s contour concept); a 
gatra also has: 

6. A specific character; 

7. And what is most important (and to my 
knowledge, has not yet been touched upon by 
karawitan theoreticians in various discussions 
on the theory of karawitan, which is reason 
enough to call attention to it) is that gatra also 
contains the meaning of something that is 
“alive”. Gatra, like a shoot or an embryo, 
implies the existence of life, which should 
grow, change and develop, and whose degree 
of fertility is highly dependent on a number of 
factors, elements or aspects (including some 
outside the gatra itself, such as the 
artist/ musician and various aspects 
surrounding his/her background) connected 
with the world of gatra or the world of 
karawitan in general. 

I would like to present my opinion of the gatra as 
something which is alive and therefore constantly 
changing and developing. I prefer to look at gatra 
from a wider perspective, including various other 
elements of karawitan with a nature or character 
similar to or the same as gatra. One of these elements 
of karawitan is gending — a musical composition of 
Javanese karawitan, particularly in Surakarta style. 

Martopangrawit describes gending as an 
arrangement of pitches with shape and form 


(Martopangrawit: 1975:3). In my opinion, 
gending is in fact something more complex than 
merely an arrangement of notes with form. 
Karawitan, which traditionally belongs to the 
family of oral music, is in fact a gending or new 
composition, which may only be enjoyed or 
observed (through listening) after being 
performed by a group of musicians (and 
vocalists when necessary, certain types of 
gending — such as gending bonang and sampak — 
do not include vocalists) to produce a sound. The 
written tradition only became known in the 
world of karawitan after karawitan notation 
appeared, especially Kepatihan notation, at the 
turn of the 20th century. (Prior to this, ondo or 
ladder notation and rante notation were used, 
although only in limited circles). After the 
written tradition entered the world of karawitan, 
especially with the large numbers of people 
making documentations or teaching or recording 
balungan gending with Kepatihan notation 
(some of which have even been published and 
distributed to the general public), many people 
began to call this balungan notation gending 
(Supanggah, 1988:3). 

Gending is an abstract and imaginary concept. As 
Ihave already mentioned, a gending only exists 
when it is performed by a group of musicians 
through the treatment (garap) of karawitan. A 
gending is a tapestry or combination of the overall 
sound of the ensemble created by all the 
instruments and vocalists, through the musicians’ 
interpretation of the karawitan composition 
(imaginary, inner melody’, or unplayed melody‘) 
according to the time and context of the 
performance. Thus, the materialization of a gending 
differs on each occasion it is performed, and is 
highly dependent upon its musicians and context. 


Comparing Gending and Gatra 


In his book entitled Pengetahuan Karawitan 
(Knowledge of Karawitan) Volume I, 
Martopangrawit names at least 16 (sixteen) forms of 
gending (Martopangrawit, 1975:7). Gending with 
the forms merong kethuk loro kerep and above (ketuk 
4 kerep, ketuk 2 arang, ketuk 4 arang, ketuk 8 
kerep, which incidentally are also called by the 
same term, gending’, in Javanese karawitan), and 
inggah (ketuk 2 or ladrang, ketuk 4, ketuk 8, and 
ketuk 16) in fact display several characteristics 
similar to those of the gatra. 

Like gatra, a gending is single unit with different 
parts consisting of gong units (phrases), commonly 
known as cengkok units. In a written composition, 
a gong unit is often analogous with a paragraph, a 
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part of a composition that implies a complete idea. 
The size of a gong unit varies according to the form of 
gending. The form of a gending, on the other hand, is 
partly determined by the number of balungan strokes 
in each gong unit*. 

As such, the form of a gending may be said to be 
parallel with the size of a gending. The existence of a 
gatra as a unit is also implicit in the way in which a 
gatra is written, with a space between each gatra and 
the next. For example, here is part of the inggah from 
Gending Rebeng, kethuk 8, laras pelog patet nem: 


*16° 1653 +635 6126 -123 +123 6532 3565 
Compare this gong unit with a gatra unit, which 
consists of four parts, marked by balungan strokes in 
which each balungan stroke has its own different role 

or position. 

We can divide the above gong unit into smaller 
sections (usually consisting of two or four sections) 
marked by kenong units (a structural or punctuating 
instrument). Javanese musicians consciously see the 
importance of the role of kenong units as smaller 
terminals. The kenong terminal is often considered 
analogous with a full stop in a written composition, 
indicating the end of a (musical) sentence, complete in 
both form and impression. The importance of the 
position of a musical kenong unit is visible from 
expressions, statements or questions asked by various 
musicians in practical karawitan situations on a day- 
to-day basis: “(Wis tekan) kenong pira iki?” (Which 
kenong unit [are we up to in this gending?]). 

The importance of the role of a kenong as an 
independent unit is also visible from the way in which 
notations for Javanese gending are written. Usually a 
space is left between one kenong unit and the next, 
even when there is sufficient room to continue writing 
the next kenong unit on the same line; it is also the 
number of kenong units in a gong unit that 
distinguish between a ladrang (consisting of 4 kenong 
units in a gong unit) and ketawang (consisting of 2 
kenong units in a gong unit) form of gending. 

Here is an example of how a Javanese gending is 
usually written, with each kenong unit [kenongan] 
written on a separate line, as in ladrang Mugi Rahayu, 
slendro manyura: 


361: 361 first kenongan 


IN I)N) 


361 6 1 second kenongan 


3 

3523 6165 _ third kenongan 
1653 613 Q) fourth kenongan 

Each kenongan has a different function, position 
and role, and its hierarchy depends upon its position 
in the gending; this division seems to be identical with 
the role of the balungan strokes in each gatra. 

Each kenong unit and gong unit consists of a 
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melodic phrase or arrangement of melodic phrases. 
It is natural therefore that one way of determining 
or identifying the form of a gending is by looking at 
the structure of its melodic phrases. This structure 
covers the number, length, type and position of a 
melodic phrase within a kenong unit, gong unit or 
the entire karawitan composition — the gending. 
Since its characteristics make it similar to a gatra 
and cengkok, a gending therefore also: 

Further, like a gatra, each gending has a 
particular character, nature or feeling. 

These characteristics may be summarized to 
show that one gong unit of a gending has the same 
or similar qualities of a gatra: it is a unit divided 
into four (or two or three parts according to 
different view points), whose functional hierarchy 
has melodic movement (phrase) with a particular 
character, which may also be called a cengkok or 
gongan. In other words, a cengkok or gongan or 
gending may also be called a gatra, or cengkok, on 
a larger scale or format. This is why I say that the 
concept of gatra is “alive.” It is a shoot or an 
embryo, which will grow and develop into 
something larger, a gending. 

A gatra is a unit consisting of four hierarchical 
parts. The hierarchy of each part of a gatra is based 
on the consideration of two important factors in 
karawitan, namely: 

a. Garap/ Treatment 

There is no doubt that the final part of a “gatra” 
(whether in a small format or large format, i.e. the 
fourth balungan stroke or kenongan/kenong unit) 
almost always has the most important position or 
role. The gong in a gending or the fourth balungan 
stroke in a gatra is almost always the most 
important point of reference, and often becomes the 
source of almost all the instrumental treatment. 
Martopangrawit has strong reason to call this part 
of the gatra seleh. Under certain conditions or in 
certain cases, such as in the arrangement of a 
balungan (which Martopangrawit also uses for the 
name garap or treatment) type mlesed, mbesut and 
several other cases, the strength of this final part of 
a gatra may be reduced or shifted. 

This is also the case in the treatment of special 
cengkok, often known as cengkok mati 
(Martopangrawit) or cengkok adat (I first heard this 
term used by Pak Mloyowidodo, although I later 
realized that several other musicians also used the 
same term, while many others use the term 
cengkok blangkon), in which the last part of the 
gatra is not strictly the strongest, apart from the last 
part of the final gatra. This is visible in the 
treatment salah gumun in which the final note of a 
cengkok in an instrumental or vocal part deviates 


from the seleh note of the gatra’. 

From the treatment we can also learn that the 
second part (balungan stroke) has the second most 
important position after the fourth part. This is 
signified by the application of a cengkok or pattern of 
treatment known as “separo” (half) - in particular on 
the gender and bonang instruments. In certain cases 
(balungan arrangements), a gatra may be treated as 
two separate halves, each half with its own seleh or 
terminal, requiring special attention as a small (seleh) 
terminal or seleh antara. This often occurs in a 
balungan arrangement or gatra, half of which uses the 
same balungan pitch, known as balungan kembar or 
nggantung, such as in the example: 2216 (in gending 
Loro Loro Topeng), in which the note 2 (gulu) is a small 
terminal or ’seleh antara” requiring attention, in 
addition to the note 6 (nem), which as the final note of 
the gatra of course is given more attention. Also in the 
case of balungan maju kembar such as 6 3 6 5 (see 
ladrang Diradameta), note 3 (dada), as the second part 
of the gatra and note 5 (lima) as the final part of the 
gatra are given more attention than the note 6 (nem) 
on the first and third strokes. 

Another example of a treatment which indicates 
that the note in the second part of a gatra is also 
important (after the note at the end of the gatra) is 
when there is a change in the treatment of irama, in 
particular changes in irama which lengthen 
(Martopangrawit describes it as “widening”) the 
gatra, such as the change in irama from lancar to 
tanggung, tanggung to dados, dados to wilet and so 
on. In line with my opinion that gatra is something 
alive, I prefer to say that the consequence of a change 
in irama also effects the development or change of a 
gatra. The movement of one balungan stroke to the 
next is altered, both in content and in shape. In this 
development, it is possible for quite significant 
changes in the balungan arrangement, reflected in the 
new balungan arrangement. 


Intermezzo 


Ihave great respect for Pak Martopangrawit, who 
pioneered and provided a brilliant explanation about 
the concept of (changes in) irama, as a widening or 
narrowing of a gatra. In his opinion, if a change in 
irama occurs, this means a widening or narrowing of a 
gatra in a ratio of 1 to 2 and multiples thereof. If a 
gatra is widened, the gaps or distance between 
balungan strokes will be filled by the front 
instruments (or garap instruments, to use my own 
term). As a tool to measure the level of irama, Pak 
Martopangrawit uses the number of saron penerus 
strokes per gatra or per balungan stroke. 

Once again, in line with my idea of the gatra being 
alive, lam more inclined to agree with him that the 


gatra actually changes and develops. I do not use 
the term widen or narrow but rather mulur 
mungkret, with a high level of tolerance or 
flexibility. Thus, there is also the possibility that a 
change in gatra is not always in the ratio 1 to 2 or 
multiples thereof. In reality, in the case of gending 
sekar (including palaran) and new gending in triple 
time (or lampah tiga, such as the Gending Langen 
Sekar by Ki RC Hardjo Subroto, which has been 
imitated by many other “composers”; Ngimpi by 
Pak Narto Sabdo, and Parisuka by Pak 
Martopangrawit), the gatra can develop according 
to the creativity of the artist or the requirements of 
the age. This embryo appeared long ago when past 
master musicians began to compose Gending 
Montro Madura slendro manyura and Loro Loro 
Topeng, also in slendro manyura (in which one 
gong unit consists of three kenong units), or 
Gending Majemuk slendro pathet nem, in which one 
gong unit consists of five kenong units. Another 
case is Ladrang Srundeng Gosong, pelog pathet nem, 
in which the fourth kenong unit has six gatras. 

This connection with the concept mulur 
mungkret of the gatra is also reflected in the 
concept padang ulihan, in which the gatra in its 
larger format may be flexible in size and 
structure / composition of its padang ulihan, not 
always balanced as in the concept maju-mundur- 
maju-seleh, in which the second part of a gatra (in a 
flexible format) “must” have the second most 
important role after the seleh. The structure of 
padang ulihan may be PP PU, or PUPU, orPPP 
PPPPU, ora combination or these structures 
(using P for padang and U for ulihan). 

There is one more point I would like to suggest in 
line with the concept of gatra as something alive. In 
order to identify the level of irama in Javanese 
karawitan, I am inclined not to use the number of 
strokes on the saron penerus, but rather prefer to 
use the keteg or ketegan (pulse or beat) of the 
kendang. My reasons for this are: 

Firstly, the word keteg has a meaningful nuance 
suggesting life, such as the keteg or beat / pulse of 
the human heart. Incidentally, according to 
information obtained from a number of old 
kendang players (I am also a former kendang 
player), a standard reference for the speed of a 
normal irama (irama dados) is to play the ketegan of 
the kendang in the same tempo (laya, irama) at the 
speed of the normal adult heart beat. 

Secondly, the kendang is used in almost all types 
of gamelan ensemble, whereas the saron penerus is 
not always present in a karawitan ensemble (such 
as in gending kemanak, siteran, gadhon, palaran and so 
on). It is true that at times the ketegan on the 
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kendang are not clearly audible, but the keteg is 
always present in the mind of the kendang player, in 
our minds, and in our imagination. 

Thirdly, the use of ketegan kendang is in accordance 
with the tradition upheld by the traditional Javanese 
karawitan community, who place the kendang as the 
pandega, the leader (pamurba) of irama, both in terms 
of differences in gradation or level of dimension/size 
of gatra (in connection with the factor of space, time 
and content), and in terms of tempo or laya 
(concerned with the element of time). 

We are all aware that a change in irama (not in the 
sense of laya or tempo) in traditional Javanese 
karawitan is a change in level (content) of the musical 
treatment in a ratio of 1 to 2 (or multiples thereof). 
When this occurs, then (in considerations of garap or 
treatment) the notes in the second part of each gatra 
will “go up in status”, as if they become the fourth 
note of the (new) gatra. As such, the status of these 
notes is like that of a seleh note. The importance of the 
new fourth note, as usual, is followed by the second 
note of each gatra, and this is acknowledged and felt 
by almost every practicing musician and theoretician 
of Javanese karawitan. 

In cases of changes in irama, it is possible that each 
part of the (original) gatra may have a new, more 


important function, or may even become independent. 


However, it is necessary to note that in cases of 
changes in irama or changes in balungan due to the 
change in form (from merong to inggah), although in 
principle the garap instruments can and may quite 
legitimately use the same cengkok with different 
wiledan, in practice many alterations are made by the 
musicians to adapt to the new balungan. See the 
example of Gending Bujanggonom slendro manyura”’: 
Merong (with balungan mlaku) 


33) we ey “O2sDN Bt2* se 2) 3 5 362.5.53 
In the inggah (becoming balungan nibani) 


ear ee Be os CON 2s: Sy Bs Se se eis, 73 


With the change or adaptation to the new balungan, 
especially when there is a change in irama, there is a 
new orientation of treatment on the garap/ treatment 
instruments, taking into account the new balungan. In 
the example of gending Bujangganom, the garap 
instruments change their orientation to suit the 
balungan changes shown in bold: 3 to 5 (at the end of 
the first gatra), and 3 to 2 (at the end of the third 
gatra). 

In this case, is there actually a change in hierarchy 
of the position of the first and third balungan notes, 
and their relationship with the second and fourth 
balungan notes of each gatra? Through an 
observation of the treatment, there are signs of this 
difference in hierarchy. The first part (balungan 
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stroke) of the gatra appears to have a more 
important position than the third. This is evident 
from the frequency with which the first part of the 
gatra is used as a reference point for the treatment. 
This can be seen in mlesed or plesedan treatment. 

The various types of mlesed in Javanese 
karawitan, such as mlesed, mbesut, mungkak, and 
njujug, have been discussed in depth by 
Martopangrawit in his book Tetembangan (1970). 
Mlesed is basically the way in which one or several 
instruments are played — usually kenong, bonang, 
rebab, gender, vocal (especially sindhen) and so on, 
where the final part or seleh note is not always the 
same as the balungan gending, in particular the 
seleh note, but rather these instruments are inclined 
to go past the seleh notes and lead towards the 
notes, tuning or register of the next gatra or next 
part of the gending. Mlesed style of playing, or 
plesedan as it is often called, usually occurs when a 
seleh note is followed by balungan nggantung or 
balungan kembar (twin balungan notes). The 
instruments or vocalist playing the mlesed style 
usually refer to the balungan nggantung or 
balungan kembar coming after the seleh note. An 
example of this type of balungan is: 


5635 11 

In such a case, the mlesed playing of a number of 
instruments and vocalist do not lead towards the 
seleh 5 (lima) but refer to or lead towards note 1 
(barang) (as the first note in the balungan kembar 
or nggantung). Cases of balungan nggantung or 
kembar may not yet give a clear enough example of 
the importance of the first note in a gatra, since in 
these cases, the first note is the same as the second, 
which already has a strong position in the gatra. 
Another example is in the case of Ladrang Wilujeng: 

6532 5 65 3 

in which the seleh note 2 (gulu) is followed by 
note 5 (lima); or 

Ladrang Eling-eling Kasmaran: 

3216 5612 

where the seleh 6 (nem) is followed by note 5 
(lima); and 

Ladrang Moncer: 

653 2 1 6 5 3,and 

other examples in cengkok blangkon such as: \ 

2? 207 3) 06S: 3, 

where the first notes following the seleh note 
often become the reference point for the direction of 
the instrumental and vocal playing of a number of 
traditional Javanese karawitan artists, although in 
these cases, the first balungan stroke is not the start 
of a balungan nggantung.” 

On the contrary, the third notes of each gatra, as 


far as I can observe, are very rarely, or even never, 
used as a reference point for the direction of the garap 
instruments or vocalist. The third balungan stroke or 
part of the gatra often even uses notes which have the 
weakest position in the pathet used for that gatra or 
gending. 

Thus, the hierarchical order of the role or position of 
different parts of the “Gatra” (in its large format as a 
gong or gending) in traditional Javanese karawitan 
(Surakarta style) is as follows: 

A_as the first part (note) of the gatra, has the third 
strongest position, 

B_as the second part (note) of the gatra, has the 
second strongest position, 

C_as the third part (note) of the gatra, has the 
weakest position, and 

D_as the final part (note) of the gatra, has the 
strongest position. 

Or the hierarchical order of the position of strength 
of the different parts of the gatra is as follows: 

D_B_A_C 

b. Composition (Structure) of Gending 

If we wish to make an analogue between gatra and 
cengkok (in the sense of gongan or gong unit) and 
gending in (traditional) Javanese karawitan, it appears 
that the above concept of hierarchy in the parts of a 
gatra can also be applied to the cengkok (in the sense 
of gongan) and gending (which is considered a gatra 
on a macro scale or with a larger format). The first 
kenong can be compared with the first part of the 
gatra, the second kenong with the second part of the 
gatra, the third kenong with the third part of the gatra, 
and the gong can be compared with the fourth part or 
seleh note of the gatra. 

As a simulation, we can observe several examples of 


gending: 
Gambirsawit, slendro pathet sanga’”: 
352 :35 6 22++ 2321 
3 2 126 22 23 2 1 
3 2 165 56 165 3 
OPS Bae TAs cee) 


A summary of the kenong tones in one gong unit is: 
1135. 
Loro-loro, slendro pathet manyura: 


3321 653 .35 1 6 


3321 653 .35 1 6 


233 33 54.2.5? SA oS 
P47 TS) Bd ve 653 212 
ee ey ae eee ee ee 
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19 °6.8¢ BB eS 643 S' 6) 


A summary of the kenong tones in the Gending 
Loro-loro (gendong) is: 6 6 3 6 (in the first gong) and 

2216 (in the second gong). 

The above examples are taken at random from 
popular gending (adhakan or srambahan) as an 
illustration to support my hypothesis about the 
profile of gatra in Javanese karawitan. I would like 
to show that the third part of a gatra or (kenong 
unit of a) gending is the part with the weakest 
position; weak in terms of the notes in the seleh 
position for the kenong — especially from the 
perspective of garap or treatment — but also weak 
in the context of the function of the note in the 
perspective of a particular pathet. It is believed that 
each note has a particular hierarchical function in 
each pathet.'° 

Although until now there is no strong consensus 
about which note has what function in a particular 
pathet, nevertheless the hierarchical function of a 
note is still felt and believed to be present. Research 
and discussions on this topic are always interesting 
and still necessary. 

Whether we realize it or not, the tradition of 
making the third part of a gatra or gending the 
weakest part can be understood logically (at least 
according to the reasoning of the writer, as both a 
practitioner and composer of new traditional and 
new experimental gending). It is because of its 
weak position, on the third stroke immediately 
before the end of the gatra or the final kenong 
(approaching the gong), that this part of the gatra 
has the function and position as a preparatory part 
or bridge to strengthen or solidify the position of 
the seleh or gong as a terminal with the strongest 
position. For this purpose, it is necessary to have 
two contrasting positions side by side, or in other 
words weak followed by strong. 

Also in connection with the need to strengthen 
the position of the final part of the gatra or gong of 
the gending, it is sometimes also necessary to 
“lengthen the duration” of the seleh part, for 
example, by repeating the final note or part of the 
gatra or gong. In Javanese karawitan, this 
lengthening is realized in the form of nggantung or 
repetition. This is frequently used in Javanese 
karawitan gending in the form of short extensions 
(one balungan stroke) or longer extensions (several 
balungan strokes or several gatra, or even several 
kenong).” 

It is necessary to explain that the understanding 
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of balungan nggantung is not merely limited to 
balungan kembar or balungan pin (empty), but also 
includes other balungan arrangements which give the 
impression of “remaining” or staying on (around) a 
particular area of sound (note). Inexperienced 
musicians sometimes have trouble identifying this 
type of balungan nggantung, as feeling plays an 
important role in this identification, even more so in 
balungan nibani and also in balungan tikel. A few 
examples of balungan nggantung are: 


BuI3 ae (Wilujeng) 
321. (Umbul donga) 
352 3 (Mugirahayu) 
6356 7656 (Tropongan) 
-1.6 .5.6 .5.6 (Gonjang-ganjing) 


A number of illustrations of balungan arrangements 
of the nggantung type are as follows: 
Kawit, slendro manyura, after gong 3 (dada): 


3 +123 +: 1 2 3 etc. 
In this example from Gending Kawit, the gatra 
1 2 3 is shown with an empty balungan 

(balungan kosong) in the first part of the gatra, which is 
a short extension (one balungan stroke) of the seleh in 
the previous gatra — note 3 (dada). This example also 
illustrates the importance of the position of the first 
part of the gatra, by filling it with the same note as the 
seleh note, note 3 (dada). This type of balungan is 
much more frequent in thousands of other (parts of) 
gending than a balungan with nggantung (pin or 
empty) in the third balungan stroke (part) of a gatra, 
such as the example: 1 2 - 3. In Gending Kawit, 
there is also an example of a longer extension of a 
seleh note, lasting one gatra plus an extra balungan 
stroke, such as the example:3 - + + 3 + 1 2 3. 
This type of balungan is also found in thousands of 
other Javanese gending. A longer example may be 
seen in Gending La-la: 


DNS S08 ORs Be eB gn 23'S ete, 


Ina larger format, the form of extension may be a 
repetition of a kenong phrase, in which the final note 
of the kenong is same as the gong note. An example is 
Gending Kutut Manggung is as follows: 


Mi) <i, ter eco BA 5653 2121 


1123 5653 2121 
Similar examples can be found in hundreds of other 
gending in the Javanese karawitan repertoire, such as 
in Titipati, Majemuk, Widasari, Lobong, and Loro-loro. 
Some repetitions last for more than two kenong units, 
such as in Gending Damarkeli, Ladrang Bedhat, 
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Ladrang Sumirat and Ladrang Bolang-bolang.’° 
Likewise, the part repeated also varies. It may be 
the first, second or third kenongan or the gong, as 
well as other parts (the middle) of the gending. 


An example is gending Ladrang Sumirat slendro 
manyura: 


WwW) 


A 5652 565 


WwW) 


5652 565 


5652 565 


B 156 165 
156: 1653 
156: 1653 


5652 565() 


The first kenong is repeated in the second and third 
kenong, or since a performance of a gending in 
Javanese karawitan may be repeated in every part, 
the three above kenong units may be considered a 
repetition of the fourth kenong. This kind of 
example occurs in many gending, for example in: 
Ladrang Wilujeng 


2123 212 6 
3.3% §6 5 32 
5653 212 6 


2D DS: 2 O06) 
in which the first kenong is a repetition of the fourth 
kenong, not the fourth kenong a repetition of the 
first kenong. 

From the above illustrations, the parallelism and 
similarity of the hierarchy of the gatra (and its 
parts) and the gending become more evident. It is 
natural and cannot be denied that the larger the 
format (such as in an example of a gending in the 
form kethuk 4 awis or kethuk 8 kerep), the more 
difficult it is to trace this parallelism or similarity. 
This is, once again, due to the live nature of the 
gatra, whose changes and developments are 
extremely flexible according to its time, place and 
function, and also depend on the musician or artist, 
which is also connected with its cultural context 
(Supanggah, 1985). Nevertheless, the hierarchical 
regulations within the gatra, both in its small and 


large format, are basically consistent with, and do not 
fall far short of, this discussion. 


Changes in Format or Scale 


In the tradition of Javanese karawitan, a change in 
format or scale is not uncommon. This may be seen in 
the reduction or diminution of a number of gending, 
such as Gending Rondhon kethuk 4 arang, which is 
reduced to Rondhon Cilik, kethuk 2 kerep, Gending 
Renyep kethuk 4, which is reduced to Gending Renyep 
kethuk 2 kerep, Sangupati kethuk 4 arang, which is 
reduced to Sangupati kethuk dua kerep and so on. This 
reduction or diminution of gending also occurs in 
long gending, which are shortened while retaining the 
same form, such as in the version of Ladrang Playon 
pelog lima with 13 gong units, which is shortened to 
become Ladrang Playon with three gong units, or 
Gonjang-ganjing (Lik — Tho) slendro sanga with three 
gong units, which is shortened to become Gonjang 
Ganjing (bedayan) with two gong units. 

Changes in format can also occur in the opposite 
direction, in the form of enlargement or expansion of 
format. Many cases of this can be found in gending 
yasan Kepatihan (from the first half of the 20th 
century). One example is Gending Wilujeng kethuk 2 
kerep, which is an enlargement of Ladrang Wilujeng. 
Other examples are Gending Siyem, Gending 
Brongtamentul, Gending Kapidhondhong and so on 
(Mloyowidodo, 1976 vol. 3). This enlargement of 
format accompanied by a change in form can also be 
seen in certain cases of gending sekar, which are 
basically a change or development in form from a 
vocal performance (usually sekar macapat, tengahan 
and/or bawa) in irama mardhika or free irama, which 
are then treated to become more fixed and at times 
even metric, according to the frame of the gending, 
which already has a certain form, such as ladrang, 
ketawang, or other forms such as ayak-ayakan or 
srepegan. From this point of view, in fact, gending 
palaran can also be included in this category of 
gending sekar. Gending palaran is also a concrete 
example of a case of developing the gatra with the 
concept mulur mungkret. 

Changes in format and/or form occur or are 
specifically used when there is a change in function, 
use or contextual change of a gending /karawitan. 
Cases of gending Bedhaya, Srimpi and Wireng are clear 
examples of a change in function of gending klenengan 
to become gending beksan. Likewise, examples of 
gending dialogue used in theatre or the performing 
art forms Kethoprak and Langendriyan show a change in 
function from vocal pieces or tembang to become 
gending sekar: gending Ketoprak and gending 
Langendriyan. 

Whatever the direction of the change in format and 


form (whether enlargement or reduction), the 
results of the change still appear to adhere to the 
norms of the concept/ character of gatra, which is 
also the core idea or concept of gending in Javanese 
karawitan. 


Character 


In connection with the fact that gatra (in all its 
formats and dimensions) has a form or shape, 
determined partly by its step, structure, contour, 
register and especially treatment, there are a variety 
of different characters of a gatra (or gending). In the 
tradition of Javanese karawitan, these characters are 
often described as rasa (feeling). There are gending 
with the character regu (powerful), tlutur (sad), 
sigrak (joyful), gecul (humorous), prenes (romantic), 
gobyog (lively, fresh and entertaining), sereng 
(angry), and so on. In accordance with my belief 
that a gending only exists when it is performed by a 
group of musicians or vocalists, in fact the feeling 
of a gending is relative and highly dependent upon 
the artists themselves (and the various factors 
influencing their backgrounds), within the 
framework of its space, time and function — both 
aesthetical and contextual. 

However it cannot be denied that the character of 
a gending can also be determined by its gatra or 
arrangement of gatra. Numerous gending may be 
identified by the arrangement of gatra, which 
sometimes may be found only in a particular 
gending. An example is: 


DD ee DDB isn Orbs «315° 61 


Sod ee te DG De 35D. 2s Seb 65 


A musician will quickly identify this balungan or 
arrangement of gatra as Gending Laler Mengeng 
slendro sanga. Likewise, the balungan or 
arrangement of gatra: 


434. 434. 4346 4342 
will be identified as Gending Tukung pelog barang, 
or: 

76 5326 *:76 5312 


will be identified as Gending Miyanggong pelog 
nem, and so on. 

On the contrary, the balungan or arrangement of 
gatra such as: 


212: +126 3561 65230r 
65- 5612 1312 +:1650r 


2325 2356 6676 5421 


and many other examples may be found in almost 
all gending in that particular pathet. This type of 
balungan or arrangement of gatra is what I have 
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described as balungan adat or blangkon. 

The method of identification of a gending from the 
arrangement of its balungan/gatra with a particular 
character, whether highly specific, rather specific, or 
with gatra or cengkok adat, was often used by old 
master musicians (at least until the 1970s), when they 
were training or teaching their pupils to memorize, 
master or treat “new” gending. For example the 
teacher would shout “Klewer!” when the pupils were 
playing gending Endol Endol pelog pathet barang. This 
meant that there is a particular part of gending Endol 
Endol that should be treated in the same way as 
gending Klewer, which has a part similar or the same 
as part of gending Endol Endol. Likewise, the teacher 
would shout “Adat!” when the student reached the 
part of a gending similar to that found in many other 
gending in the same pathet. Complete or total 
identification (of the balungan/gatra arrangement, 
irama, patet, and instrumental treatment or garap) 
became an important part of the oral system used. 

In order to obtain accurate results, it is necessary 
and in fact essential to carry out more in-depth 
research, accompanied by statistical analysis of the 
entire population of gending in the Javanese 
karawitan repertoire. It is important to be aware too 
that karawitan, as with other art forms, also has some 
works or actions containing exceptions, for creative or 
innovative purposes, to create a surprise, or for other 
purposes of artistic expression. However, as a branch 
of the traditional arts, karawitan is also inclined to 
display certain regularities, similarities and 
regulations or even rules, all of which provide a 
unique character for traditional Javanese karawitan. 
Epilogue 

Although the material in this paper is not yet 
supported by data covering the whole repertoire of 
Javanese karawitan gending, I would hope that the 
reader could gain a picture of the gatra as an 
important concept in the vocabulary of karawitan 
“knowledge”. The gatra, with its various elements and 
characteristics, is also the core of the conception of 
cengkok (gongan) and also traditional Javanese 
karawitan gending. The gatra can no longer be 
separated from the cengkok, wiled, kenongan, 
gongan, gending, and so on. 

The understanding of the core of (the cengkok, or 
gongan, of) the gending is not necessarily the same as 
the understanding (with a nuance of meaning similar 
to the gatra) of theme or motif in the world of western 
music. The theme or motif in the world of western 
music is also the core of a western (classical) musical 
composition. The theme or motif is a musical idea 
(melodic or rhythmic), which provides the basis or 
frame of a composition. This theme or motif is often 
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repeated, imitated, altered and developed by the 
instruments, in the hope of unifying the 
composition by reminding or “binding” the listener 
so as not to break free from the composition. It is 
the highly flexible and imaginary nature of the 
gatra that distinguishes it from the concept of 
theme or motif, the realization of which is clearly 
identifiable to our ears, in addition to its other 
characteristics mentioned above. It is quite possible 
too for the idea of theme or motif (in traditional 
western music) to be applied to the world of 
karawitan, especially in new works which are 
beginning to be more individualistic. It is clear that 
Sri Hastanto in his composition Ro-lu-ma-nem (2356) 
and Supardi in his composition Lu-ro-ji-nem (3216) 
used an approach with a sense of theme or motif 
commonly used in western classical music. This is 
especially evident in Sri Hastanto’s composition, 
while Supardi develops the concept of the gatra 
3216 in a more variational and complex exploratory 
way. 

Ihave carried out this small scale and incomplete 
research independently and in a relaxed way in the 
time available amidst my day-to-day activities. I 
hope that it will provide both stimulation and a 
contribution to the formation of karawitan theory, 
and also for the purposes of creative activities such 
as the appearance of new karawitan treatment and 
or new karawitan compositions. If this research is 
continued, in a more serious and proportional way, 
we will of course obtain much better results (and 
perhaps also theories). Hopefully this hypothesis 
will become positive and be accepted. 

We are aware of the importance of this concept of 
gatra as a starting point for subsequent work, such 
as a tool for the analysis of treatment (garap), 
pathet, composition, and other types of analysis in 
the field of karawitan. At least from the explanation 
of the concept of gatra, we are able to understand 
the position of (the concept of) gatra and relate it to 
other concepts in the constellation of concepts in 
Javanese karawitan. As we have all read, at present 
many theoreticians of karawitan carry out their 
analysis using the balungan or gatra as the object of 
analysis. Without knowing more about the gatra, 
with its character, nature and form, including on an 
imaginary level, I can guarantee that their results 
will be far from satisfactory, however good the 
methodology used. 

Karawitan knowledge or theory is a new theory, 
which is beginning to grow, be built and developed 
in Indonesia. Its material, knowledge and concepts 
are in fact quite complex and abundant, and still 
scattered all over the place. These conditions 
provide a challenge and also an opportunity 


requiring our willingness to approach, collect, compile 
and develop them into a firmer cluster of theories. In 
such a situation, we believe that however small the 
result achieved, it will still have great value and 
significance in the development of the world of 
karawitan theory. 

In the world of practical karawitan, the gatra also 
has an important role as a point of reference for the 
work of karawitan artists or musicians in playing and 
treating their instrumental and vocal performance. 
This is also the case in efforts to develop creative 
activities such as creating new compositions or 
gending, new vocabulary for garap (cengkok or 
wiledan), and so on. 

For this reason, once again with all limitations and 
with the classic reason — time and costs — I would 
like to put this small and simple observation of one of 
the important concepts of karawitan, gatra, to the 
reader, to obtain a response, criticisms and 
suggestions. I would be delighted if these ideas 
manage to rouse us all into undertaking more intense 
research or studies for the sake of developing our 
knowledge of karawitan.D 


Notes 


‘Its use was made popular through theory and 
practical karawitan lessons at KOKAR, by R.M. Panji 
Sutopinilih. 

* It is customary in Javanese society to associate the 


“a 


vocal sounds “o” or “ong” with greater importance 
than the vowels “u”, “a”, “e” or “i”, or each of these 
vowels with the ending ng. As an example, the 
Javanese often refer to the sound gong (with the vowel 
“o”) as more impressive than the sound gung (with the 
vowel “u”), as is often used to describe the sound of a 
kempul, even more so compared with the sound ging 
(with the vowel “i”), which has the impression of 
something even smaller or with a higher pitch, such as 
the sounds of the kempul with barang pitch (1) and 
manis (2). 

° Although some people believe that the regulations or 
standardization of treatment or garap, including the 
bowing for the rebab, were established during the 
Kepatihan (Wreksodiningrat) era, at the turn of the 20" 
century. 

“In this nggantung, a high degree of creativity is 
demanded of the musician. As in the case of gending 
pilaran, the level of artistry of a 

gender /gambang/siter/kendang player is visible from 
the way in which they treat the nggantung part. 

° Sumarsam, Inner Melody, Master's Thesis in 
Ethnomusicology, Wesleyan University, 1976. 

° Marc Perlman, Unplayed Melody, dissertation in 
Ethnomusicology, Wesleyan University, 1993. 


” As we know, other types and forms of gending 
smaller than kethuk loro kerep are usually called by 
the form or name alone, such as Ayak-ayakan slendro 
manyura, or Ketawang Sinom Parijatha or Jineman Uler 
Kambang, and are rarely called by the name of 
Gending Ayak-ayakan slendro manyura or Gending 
Ketawang Sinom Parijatha or Gending Jineman Uler 
Kambang, or by the name Sinom Parijatha, Gending 
Ketawang or Uler Kambang, gending jineman, such as 
in the case of Onang-onang, gending kethuk kalih kerep 
minggaah kethuk sekawan, and so on. It is possible that 
in former times, musicians consciously only 
regarded a composition of Javanese karawitan as a 
(“standard”) gending if it was kethuk loro kerep or 
above. Other compositions would then be 
categorized merely as “songs” (“lagu” or “lagon’”). 

° As we know, the form of a gending, in addition to 
being determined by the number of balungan 
strokes in each gong unit, is also determined by the 
“tapestry” or structure / pattern of the structural 
instruments (ketuk, kempyang) and the compilation 
of musical phrases within a gong or kenong unit. 

° Cengkok mati or adat or blangkon are usually a series 
of treatments (melodic or rhythmic) requiring a 
framework for treatment or performance time longer 
than a single gatra (measuring the performance of a 
gending in irama dados). 

” See also Supanggah “Balungan”in Balungan. 

" In writing these examples, the seleh notes are 
written in bold print and the nggantung notes are 
underlined. 

” Take the example of Gambirsawit, as not only is 
this gending known among all karawitan 
practitioners and theoreticians but it is also 
considered to have a pathet which is “pure” slendro 
sanga. 

*® See also Sindusawarna, Martopangrawit, Mantle 
Hood, Judith Becker, Sri Hastanto, and others. 

* A more detailed explanation of nggantung can be 
seen in Marc Benamou’s thesis (Benamou 1990). 

® See also Gending Gongjang Anom Pelog Nem, 
ketuk 8 kerep minggah ketuk 8, the longest gending 
in the repertoire of Javanese gedning in Surakarta 
style. 
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TRADITIONS 


Wayang Wong Priangan: Dance Drama of West Java 


by Yus Ruslaiana 


Translated, edited, and augmented by Kathy Foley 


The relationship between human performance 
and puppetry in Indonesia is strong. If wayang wong 
jawa (Javanese dance drama) is a reflection of wayang 
kulit , the leather shadow puppetry of Central Java, 
which uses humans as actors (Soedarsono, 1997:1), 
then wayang wong Priangan, the dance drama of 
Priangan—the mountainous highland area of West 
Java— can be spoken of as a personification of wayang 
golek, the wooden three-dimensional puppetry of the 
Sundanese speakers who live in this highland area of 
West Java. 

Performances borrow from the repertoire of this 
important puppet theatre in which stories of the 
Mahabharata, Ramayana, Arjuna Sasra Bahu and 
Menak cycles are performed. As in wayang golek a 
dalang (puppet master) delivers narration and mood 
songs. The musical repertoire of wayang golek’s 
gamelan is used the performance structure adopts 
pupptry’s patterns. Differences are that in wayang 
wong (called wayang orang in Indonesian) the 
choreography performed by individual dancers is 
more complex than that executed by the wayang 
golek dolls; the dialogue is usually delivered by each 
dancer representing his or her character rather than 
by a solo narrator / puppeteer; and the performance is 
more streamlined, lasting a mere two to four hours 
rather than the seven or eight of a puppet play. 

Wayang wong Priangan developed in the late 
nineteenth century, peaked in the regencies of 
Bandung, Sumedang, Garut and Sukabumi in the 
period before World War II, and receded by the late 
1960s as audiences waned. This article will introduce 
wayang wong Priangan, detailing its history and 
aspects of performance practice and repertoire. 
History 


Wayang in Kawi (Old Javanese) means “shadow” 
and wang means “human.” Wayang wang was a 
performance in the style of wayang kulit, the shadow 
theatre of Central Java wherein actors and actresses 


took the puppets roles. The first written reference to 


the form is on the stone inscription Wimalarama from 
East Java dated 930A.D. (Soedarsono, 1997: 4-6) The 
genre is currently done in masked and unmasked 
variations in Central Java, Bali, and Cirebon (a city on 
the north coast of West Java), as well as in Sunda 
(West Java).' Since Cirebon’s wayang wong is the 
direct antecedent of wayang wong Priangan, 
understanding Cirebonese practice is important to the 
discussion. 

Wayang Wong in Cirebon 

Cirebon has two styles of wayang wong. The first 
is a village version in which the performers are 
masked. * The second is a palace variant where the 
performers dance unmasked. Cirebonese wayang 
wong developed in the beginning of the nineteenth 
Century and fed into the wayang wong Priangan by 
the end of that century. 

From 1811 to 1816 the English were a colonial 
presence in Cirebon. When they left, they were 
replaced by the Dutch. In this period the palaces of 
the Kanoman and Kasepuhan were centers of cultural 
conservation and artistic development.’ These kraton 
(palaces) encouraged the artistic practice of the village 
performers as well as supporting presentations by 
artists who were of noble descent. For example, the 
Kanoman Palace records note a performance in 1842 
of a badaya (female court dance) done by six 
performers which drew on the Menak cycle, a legend 
that tells the history of Amir Hamzah uncle of the 
Prophet Mohammed (Soedarsono 1972: 115-6). Later, 
during the reign of Sultan Raja Zukarmaen (1873- 
1934) and Sultan Anom Nurbuat (1934-5), attention to 
the arts continued at the Kanoman. Palace 
choreographies included a badaya rimbe (a female 
group dance performed by the Sultan’s female 
daughters), which was last performed in 1966 at a 
Kanoman circumcision. Wayang wong, presenting 
tales from the Amir Hamzah repertoire. Kanoman 
dancers performed wayang wong without masks and 
characters spoke their own dialogue while the dalang 
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delivered only the mood songs (kakawen/ suluk), and 
narration (nyandra). Performers were generally village 
artist who were given rights to work lands and 
considered abdi dalam, retainers of the ruler. Some 
artists, especially dalang, were given the title Nata 
Prawa. Palace performances were open to the public 
by 1925, but as the patronage of the palace faltered 
with independence and economic dearth, wayang 
wong ceased by 1966 due to lack of funds. 

The wayang wong which was favored at the 
Kasepuhan palace was different. There a village 
troupe which would be invited into the palace to 
perform for Islamic holy days, for life-cycle 
celebrations, and for exorcistic ceremonies (ruwatan). 
In the period of Sultan Raja Atmaja (1880-1899) the 
troupe of Dalang Resmi was most noted. There were 
many artists especially from the surrounding villages 
of Mayung, Gegesik, Palimanan, Slangit, and 
Suranenggala. These performers were allowed to 
work royal land and might be given titles. For 
example, Dalang Kandeg, one of the most noted 
Cirebonese artists of the last generation, was given 
the title Patmadjawinata, while Dalang Dirja received 
the title of Ngabehi. Such individuals also were given 
the honorific title Ki or Kyai . These two dalangs and 
their troupe were frequent performers in the palace 
performance halls, Pringgondani and Srimati, 
between 1939-1942. Their performances included well 
known wayang stories such Pergiwa-Pergiwati, Jabang 
Tutukla, Gandamanah, Brajamusti—stories named after 
their featured character—The Forest of Alas Amer, 
Somantri Breaks his Vow, Partakrama (Arjuna’s 
Wedding), Campang Curiga, Prabu Kuliti Kunmbang 
Ali-Ali (Mintaraga/ Arjuna’s Meditation), and, for the 
exorcism, Batara Kala (The God /Demon Kala). 
Costumes and masks for these performances followed 
the iconography of the wayang kulit shadow theatre 
of Cirebon. (Pigaud, 1938: 120). The batik cloth in 
which dancers would wrapped themselves was 
painted with the traditional designs of Cirebon. In the 
Kasepuhan performances the dalang delivered all the 
dialogue as well as the mood songs and narration, as 
he would in a puppet performance. Movement was in 
the style of Cirebon topeng (mask dance). Palace 
performance used both the slendro prawa and pelog 
orchestras. Performances outside the palace, by 
contrast, were more modest would use only one set of 
instruments tuned to either the slendro or pelog 
scales. 

The Kanoman Palace developed an aristocratic, 


unmasked variant of wayang wong where performers 
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were nobles or their retainers. The masked 
Kasepuhan Palace model was dominated by villagers 
and these performances were more suffused with a 
village aesthetic. The former style needed many 
trained palace performers, but the latter style was the 
purview of professionals /semi-professionals. This 
second group would in the late nineteenth century 
carry the art to the Piangan highlands, travelling for 
parts of the year as itinerant troupes. 


Wayang wong in the Priangan area 


According to Pak Kandeg, the most authoritative 
Cirebonese wayang wong dalang of the last 
generation, a dalang by the name of Ki Kempung was 
the first to tour the genre outside the palace and to 
Priangan while the second was Nagbehi 
Natawigunan (Maman Suriaatmaja 1970: 236). 
Performances could be of two types: firstly, that hired 
for a set fee by a family or group holding a ceremony 
or celebrating a festive occasion, or, secondly, paid for 
by viewers who purchased individual tickets. The 
latter type of presentation was called bebarangan or 
ngamen (itinerant performance). As these groups 
traveled, wayang wong spread to major cites of the 
Sundanese area such as Sumedang, Garut, Sukabumi, 
and Bandung. 

The dalangs of this time who were best known 
were Wentar and Koncar. Wentar’s given name was 
Kundung, but he received the nickname Wentar 
(kawentar, “famous”) from R. A. A. Martanegara, the 
regent of Bandung at the turn of the twentieth 
century. Wentar was patronized by the aristocracy 
and was known for teaching fopeng-style mask dance 
of Cirebon to highland nobles. Meanwhile Koncar 
who was closer to the commoners, focused on 
performing wayang wong with his troupe for his 
lower class audience. Originally the dialogue used by 
such troupes was in the Cirebonese dialect of 
Javanese, but soon the local Sundanese language, 
which could be understood by the viewers, was 
employed. According to Dalang Kandeg, the real 
name of Koncar was Ki Konya. The moniker Koncar 
comes from kakoncara, meaning “well-known.” 
Wentar helped lay the groundwork for what would 
become known as wayang wong priyayi (literally, 
“civil servant” [i.e., upper class] wayang wong) as he 
trained members of the aristocracy in dance 
performance. Koncar whose work was later continued 
by Dalang Kamsi, popularized the genre among the 
hoi poloi. Due to this pair and their followers, by the 


end of the nineteenth century we find wayang wong 


Priangan developing in the highlands of West Java as 
an indigenous performance. 

On January 1, 1871 the Dutch colonial 
administration implemented re-organization of the 
Priangan area by assigning a Dutch resident officer to 
oversee several regents, called bupati. It was in cities 
overseen by these bupati, that wayang wong later 
flowered. Let us consider some of the developments 
looking at the cites closer to Cirebon first. 

Sumedang is the gateway to Priangan from 
Cirebon on the north coast. Prince Suria Kusumah 
Adinata (1836-1882), the bupati of Sumedang was a 
wayang aficionado and ordered palace dancers to be 
trained in wayang wong. He determined that the 
female dancers would wear masks while headdresses 
for his troupe were made of copper or tin (Pigeaud 
1938,121). In 1893 it was similar headdresses that the 
next Bupati of Sumedang sent to the Colombia 
Exposition in Chicago along with the gamelan set 
called Sari Oneng Parakan Salak, a set of nineteenth 
century instruments (Abdullah Kartabrata 1996: 9, 
41)! 

Garut is also close to Cirebon. This was where 
Wentar and Koncar had found audiences at the end of 
the 19th century. The dance training given by Wentar 
contributed to the development of wayang wong 
among the upper classes in that city. During the time 
of Bupati R.A.A. Suryakartalegawa (1915-1931) there 
was a group of wayang wong priayayi. In the 1920s it 
was sponsored by the kabupaten, the government of 
the area, and all performers were civil servants, who 
were the elite of that time. Mahabharata stories were 
performed on major holidays. No masks were used 
and dancers spoke their own lines. No clown roles 
were included, perhaps because it was difficult to find 
priyayi who were the right types and/or willing to 
play the comic roles. Also in Garut, Dalang Bintang 
(“Star”) from Tarogong began to perform wayang 
wong Priangan after he married a daughter of Dalang 
Koncar, who was his teacher. Dalang Bintang 
performed with his wayang golek apprentices. The 
group used masks. All the dialogue was initially 
delivered by the dalang. But, in time, the group 
discarded masks and performers began to present 
their own dialogue. Mahabharata, Arjuna Sasra Bahu 
and some sempalan stories were in their repertoire.” 

Bandung, the present capital of West Java, is 
further from Cirebon and the coastal influences 
arrived here a bit later. Here the arts were supported 
by Bupati R.A. .A. Martanegara who ruled 1893-1918. 
A building in the official complex of the kabupaten 


was called the Hall of Priangan Culture. Here dance, 
music, and theatre were practiced. The arts were 
linked to status and class. By the 1920s, Bupati R. A. A. 
Wiranatakusumah V, known as Dalam Haji, (1920-31 
and 1935-42) led the regency (Nina H. Lubis, 1998: 
315). Under Wiranatkusumah’s leadership priyayi 
presented maskless Mahabharata episodes with the 
dialogue spoken by the dancers. Costumes followed 
wayang golek iconography and the group performed 
for congresses and major holidays. R. Sambas 
Wirakusumah excelled as the knight Laraskonda and 
R. Tjetje Somantri as Baladewa (R. Tjetje Somantri 
1948: 4). These two individuals were to become the 
most noted dance masters of the twentieth century 
and their legacies in Sundanese dance and theatre 
remain profound. While the bulk of performers at the 
kabupaten in Bandung were priyayi, musicians and 
female performers were drawn from the lower class. 

Outside the kabupaten, these priyayi artists 
sometimes developed their own ensembles, as did R. 
Sambas Wirakusumah when he became headman 
(lurah) of Rancaekek near Bandung. In the 1930s in 
Cimindi to the east of Banding, another group was 
established by Ibuk, who himself was a pupil of 
Dalang Oneng from the city of Sukabumi. This troupe 
was known for its cross-gender casting. Women 
presented refined knights and men played female 
comic roles. In 1938 in Babakan Tarogong Kotapraja 
Bandung, another troupe, wayang wong Kayat, led by 
Pak Kayat was established. This group was often 
hired to provide entertainment for family ceremonies. 
It also staged ticketed performances. Dancers 
presented their own dialogue with the dalang 
providing only mood songs and narration. The 
performance, as with other troupes, followed wayang 
golek’s model. 

After independence the pendapa, the open air 
pavilion, of the Bandung kabupaten was no longer 
used as a performance or training space, and wayang 
wong’s future was fully in the hands of the common 
people. Many of the great artists of the period 
participated in the genre. R. Sambas Wirakusumah 
continued to be active. In 1957 he gave a performance 
which included music by the noted artist R. Nugraha 
Sudireja, narration by Dalang Iding Martawisastra, 
and direction by Enoch Atmadibarata (a major 
choreographer and scholar of the present) in a 
performance of the Birth of Gatotkaca. (Yuli Sunarya, 
1997:99) This performance was more structured than 
those of an earlier period. The dialogue was based on 


a set text rather than improvised in performance as 
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earlier was the norm. The choreography and positions 
on the stage were predetermined rather than left to 
the discretion of the performers, and the transitions 
were worked out. In such performances the fluidity of 
the past with its reliance on the choices of the trained 
individual artist was being replaced by a more 
unified and predetermined aesthetic. In the post 
World War II period, Kayat revived his group and it 
became a training ground for many artists of the 
present. But by the late 1960s there was little demand 
for performances of this genre. By 1968 Wayang wong 
Kayat found annual independence day celebrations 
the only call for its artistry. Unneeded, artist retreated 
to wayang golek or migrated to other genres such as 
sandiwara (improvised drama where dance is 
deemphasized and the repertoire is not confined to 
the wayang tales) and sendratari, which forgoes 


dialogue in favor of mimed action. 
The Troupe 


A troupe of wayang wong Priangan would 
include dancer-actors (penari), a dalang to narrate, 
musicians (wiyaga or nayaga) to play the gamelan, and 
a female singer (pasinden or juru kawih) whose lyrics 
complemented the show and filled in during 

the scene transitions. Dancers were usually 
assigned roles by the troupe leader, often the dalang, 
who in casting took into consideration the performers 
ability in dance and speaking. Seasoned performers 
usually had a character that was considered their 
specialty (kostim). All roles were not equally 
demanding and performers fell into three groups. 
Primary players (wayang utama) played the core roles 
in the story presented. The dancer who played a 
heroic roles was apt to become the idols of the 
viewers. The antagonist was equally necessary for the 
conduct of the story and would portrayed the villain. 
Secondary characters (wayang pamanggul) supported 
the hero or villain. Supporting characters (wayang 
pangeuyeub) took minor roles such as rank and file 
ogres. 

The dalang was usually not responsible for the 
dialogue, but provided the mood songs and 
narration. Additionally this performer cued the 
gamelan with the wooden hammer (cempala) and metal 
plates (kecrek) which he used to accent the movement 
of the dancers and to make sound effects which 
enlivened the energy of the scene. Unlike wayang golek 
which since the 1960s has allowed female dalang, the 
dalang of wayang wong was always male. 


There were about ten musicians who played the 
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gamelan instruments which consisted of a bowed lute 
(rebab), drums (kendang and kulanter), metalophones 
(saron I, saron II, the deeper-voiced panerus), the 
horizontal gongchimes (bonang, rincik), a xylophone 
(gambang) and set of large hanging gongs (goong, 
kempul). One female singer who was called pasinden or 
juru kawih was customary. Among the musicians, the 
drummer had a preeminent role as he set the rhythm 
and provided percussive accent for the movements of 
the dancers. 


Chart A: Character Types 


The following chart details the character types that would be found in wayang wong Priangan with examples of 


well-known characters that fall into that type and notes on their movement and vocal practice. (Characters from 


the Mahabharata are designated by an M, Ramayana with an R and Arjuna Sasra Bahu by ASB.) 


Movement include adeg adeg japang ngalaga (stance fixing armbands 
for battle), sirig and jankung ilo batarubuh (approach with shoulder 
tapping). ). He speaks in suara gangsa with a deep voice created by 
tightening vocal cords. 


Type Characteristics, Dance Steps, Voice Characters 

Putri Refined female who moves in slow sustained style. Names of signature Subadra (M), 

Lungguh movements include adeg-adeg lontang nutpup (stance with closed Drapadi. (M), Sita 
arms), jankung ilo reundeuk (low approaching movement), keupat anca (R), Citrawati (ASB) 
(refined walking). She speaks in suara biasa or regular voice. 

Putri Ladak | Semi-refined female who moves more quickly, but is still refined. Srikandi (M), 
Signature movements are adeg-adeg lontang buka (stance with open Mustakaweni (M), 
arms), jankung ilo batarubuh (approaching movement with shoulder Rarasati (M), Trijata 
movement), and keupat salancar (medium walking). She speaks in suara (R) 
bengek or high voice. 

Satria Refined knight who moves in a sustained, slow way but has a wider Arjuna (M), 

Lungguh stance than the putri lungguh. Movements include keupat anca (refined Abimanyu (M), 
walk), adeg adeg baplang (stance to the baplang rhythm), and tincak tilu | yydistira (M), Batara 
(stepping in threes). He speaks in suara biasa or regular voice. Guru (M), Rama (R), 

Arjuna Sasra Bahu 
(ASB) 

Satria Refined knight who moves in a medium tempo but more directly and Kresna (M), Karna 

Ladak energetically than the refined character. Movements included keupat (M), Somantri (ASB) 
satria (knight walk), ecek, santana (side stepping), and adeg-adeg 
sembada (semi-refined stance). He speaks in suara bengek or high voice. 

Monggawa_ | Refined warrior who stands in a wide stance, his head low but his Gatotkaca (M), 

Lungguh tempo even but rather fast. Movements include adeg-adeg capang Antareja (M), 
(stance fixing armbands), jankung ilo cikalong (strong approach), gedut Hanoman (R) 
(striding), gedig anca (small stepping with weight transfer). He speaks 
in suara gangsa or deep voice created by tightening vocal cords. 

Monggawa Proud warrior who is aggressive and uses dynamic movement. Baladewa (M), 

Dangah Signature steps include adeg adeg capang sonteng (stance fixing Jayadrata (M), 
armbands dynamically), pak blang (stepping forward and back to the Suyudana (M), 
pak blang drum pattern), and gedig salancar (wide stepping with Inrajit (R) 
weight transfer.) ). He speaks in suara gangsa or deep voice created by 
tightening vocal cords but using a quick and somewhat forced tone. 

Danawa Ogre minister who has a wide stance but whose head is down a bit, and Sakipu (M), 

Patih moves in a steady and rather quick tempo, gazing straightforward. Brajamusti (M) 


Danaw Raja 


Ogre king who has straight wide leg stance, energetic and fast rhythm, 
and straightforward and high gaze. Movements include adeg-adeg 
kiprahan (preening stance), banrongsayan, pak blang gancang (fast 
stepping forward and back to pak blang rhythm), gedig barungbang 
(strong stepping with weight shift). ). He speaks in suara gangsa or deep 
voice created by tightening vocal cords, but voice can swoop up and 
down and the breath is forced. 


Naga Percona (M), 
Niwata Kawaca (M), 
Rawana (R) 


Pawongan 


Clown servant with comical and exaggerated movements. Specific 
voices are prescribed for each of the clowns. They appear in all the story 
cycles whether Mahabharata, Ramayana or Arjuna Sasra Bahu. 


Semar, Cepot, 


Dawala, Gareng 
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Performance Practice 


Dance is especially important to depict battles, 
and these dance confrontations are of three types. 
Solo Battles called perang tanding (battle duel), 
which will be discussed at greater length below. 
Perang rempugan is when a hero or heroine fights 2- 
3 opponents simultaneously as when Abimanyu is 
slain by the Kurawa in the Mahabharata. Perang balad 
(battle of the rank and file soldiers) pits groups of 
low class characters against one another, as when 
the rank and file of the Kurawa army face the foot 
soldiers of the Pandawa in the Mahabharata. 

Perang tanding is a pair battle that can take 
many variations. It may be a dance battle between 
nobles in which case it is called perang tanding satria. 
Two knights one refined (Jungguh) and the second 
semi-refined (ladak) confront each other with the 
refined one winning, as when the refined Pandawa 
hero Arjuna fights his semi-refined half-brother 
Karna on opposing sides in the Bharata Yudha. 
Another example is when the semi-refined Ekalaya, 
an uninvited student, is defeated by the refined 
Arjuna at the order of their teacher Dorna. A final 
example is the refined Raja Arjuna Sasra Bahu in the 
epic cycle named after him, who is an incarnation of 
the god Wisnu (Vishnu) and defeats the semi- 
refined Somantri who will later become his 
minister. In each of these instances, the refined 
defeats the semi-refined. This loss supports the 
ideological order of the wayang universe. In wayang, 
the most refined always wins, in spirit if not always 
in fact. 

It is not customary for knights of the same 
character type to battle. A lungguh character will 
not oppose another Iungguh figure. Perhaps this is 
because the redundancy would contradict the 
ideology behind. A truly refined character is never 
the attacker, hence, there can be no challenge to 
battle when two Iungguh characters meet 

While not strictly perang tanding, another pairs 
battle pits two females against one another. The 
martial wife of Arjuna, Srikandi, often stars in these 
scenes—in one story she fights Mustakawi, in 
another story Rarasati. Such episodes are confined 
to the semi-refined (ladak) females. The refined 
(lungguh) females, by contrast, abstain from battle 
and are ideologically more valued by virtue of their 
non-violent nature. 

Perang gagah (strong battle) is the term when a 
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strong monggawa warrior fights another warrior, an 
ogre minister, or an ogre king. Examples would be 
Gatotkaca (monggawa lungguh) either fighting his 
demonic uncle Brajamusti (danawa patih) or, as a 
child, slaying the serpent King Naga Persona 
(danawa raja). 

Perang Pancalan is the term used to refer to a 
battle between a knight (Jungguh or ladak) and a 
strong figure (monggawa or danawa). For example 
the fight between the Pandawa hero Arjuna 
(lungguh) and the ogre king Niwata Kawaca 
(danawa raja) for the hand of the heavenly goddess 
Supraba would fall into this group as would the 
fight of Abimanyu (a Jungguh young son of Arjuna) 
with the proud warrior (monggawa danggah) 
Jayadrata who slays him. Semi-refined knights 
might be Karna in his successful battle against the 
Pandawa hero Gatotkaca (monggawa lungguh) or 
Somantri, when minister of Raja Arjuna Sasra Bahu, 
against the demonic king, Rawana (denavwa raja). 

While the more refined character is not always 
the winner in these encounters it may be significant 
that the most important battles are between 
characters of different types rather than of the same 
category. This may result from the emphasis this 
form puts in showing us, through movement and 
interaction, a heirarchy that ranges from demonic to 
refined. All things being equal , the demonic always 
looses. When this order is violated, as in the death 
of Abhimanya at the hands of a boastful knight, the 
world is dark indeed. Aesthetically, however, the 
refined has still triumphed. The flowing movement 
of the refined opponent mesmerizes and the young 
Prince dies beautifully while the survivor mentality 
displayed by his coarse opponent is part of a 
universe that no member of the Sundanese 
audience would chose to inhabit. Refined is always 
where movement, plot, and the spectator’s eye find 
their aim. 

Other dance scenes are tresnan (emotional 
scenes of love or sorrow). Arimbi’s anguish at the 
death of her son Gatotkaca by the hand of Karna in 
the story Jaya Perbangsa is an example. Another 
peak scene of emotion would be Jayadrata’s 
heartless jubilation on defeating Abimanyu as he 
dances gloatingly above the bleeding body. 

In wayang wong dances the essence of certain 
situations or characters was distilled and, over time, 
these moments sans story were from the twentieth 
century presented as solo or duo dances to be 


savored before the longer episode of an evening characters. The following table gives the major 


with its full narrative. These dances have remained dances. Those versed in Sundanese dance will 
very influential as a source for further development realize that these themes persist in the Sundanese 
in Sundanese dance. While choreographers of the dance repertoire to the present. Dances from the 
last generations have expanded and refined the Mahabharata (M) predominate, but two Ramayana 
movement repertoire, they have often chosen to do (R) episodes make the list, and one from the cycle 
so by portraying some of these specialty dances that concerning Wong Aging Menak (WAM) is included. 
emerged from the wayang wong Priangan. Solo There are additionally two group dances which are 
wayang wong dances take a name of the particular not tied to any particular epic cycle. 


character, while duets bear the name of both 


refined wife of Arjuna 
Satria Lungguh refined Uncle of Mohammed and hero of Islam 
Gototkaca (M) Mongawa Lungguh a warrior in love protecting the nation 


Sencaki (M) also called Monggawa Dangah proud nephew of Kresna (Wisnu”) 


Bima Kuntet (“Little Bima) 
Monggawa Lungguh a warrior son of the Pandawa Hero Bima 


Anterja (M) 

Baladewa (M) Monggawa Dangah 
supports the Kurawa 

the demon king of Alengka who kidnaps 

Rama’s wife 

el 


young Gototkaca defeats the minister of the 


Chart B: Specialty Dances 


Name of Character Dance 


Rahwana (R) 


Duet Dances 
Jabang Tutuka Sakipu (M) Monggawa Lungguh and 


Danawa Patih serpent king 


Pergiwa Pergiwati (M) Putri Ladak (2) 


catch the heart of Gototkaca and friend 


Sugiwa Subali (R) Monggawa Dangah (2) battling monkey brothers in the Ramayana 


Group Dances 


Putri Lungguh court ladies entertaining the ruler 


Perang Monggawa Monggawa warriors training for battle 
(Lungguh /Dangah) 


Major dances might be included in a court scene 
in which case the dance would be called tari jejer 
kembangan (Court ornamentation dance) or might 
precede a battle in which case the dance would be 
called tari ngalaga (battle dance). 

These dances, even when divorced from the 
narrative context continue to carry an implicit 
message about character. In the world of wayang, a 
large body, a loud commanding voice, wide, fast, and 
large, wide, quick movement do not symbolize the 
character is sakti, endowed with the spiritual force 
which in Sundanese thought has real world impact. 


The small stature, modulated voice, and smooth 
movement is featured. Power is not grasped from the 
outside with eye or ear, power resides within as is 
exemplified by the internal focus of the lungguh 
character, be he Raja Arjuna in Arjuna Sasra Bahu, 
Rama in the Ramayana, or Arjuna in the Mahabharata. 


Dialogue 


Antawacana or dialogue was improvsed according 
to the parameters derived from wayang golek. It is 
considered to fall into three categories: guneman, 
nangtang and tresnan. An short example of each is 


Balungan 19 


provided: 

Guneman is ordinary dialogue between characters 
as in this example from Jayan Tigasan (Death of 
Abimanyu) between Abimanyu and his second wife 
Utari. 


Abimanyu: My beautiful wives, Sondari and Utari, 
the chief reason I meet with you, is nothing more 
than to report that I have been named by the 
Pandawa elders to serve as general-in-chief and 
lead the Pandawa soldiers in the Bharata Yudha 
as we enter the thirteenth day. 

Utari: What is it I hear, you want to fight? 

Abimanyu: That is right my beautiful wife. 

Utari: Alas, like lighting striking midday... 


Nangtang is challenging an opponent. Take this 
example spoken by Jayadrata on defeating the 
Pandawa. 


Jayadrata: Pandawa! If you really need this 
kingdom, then overthrow first my right and left 
arms. You'll first have to step over the corpse of 


this Kurawa. 


Tresnan gives an insight into the heart of the 
speaker. Consider this example spoken by the serpent 
king Naga Persona in love with the goddess Supraba. 


Naga Persona: Supraba, Supraba! my adored, where 
you are is beauty, . . .golden beauty. Don’t tease 
me, I am confused. Don’t’ weep, my beauty! You 
make me worried, rather let us two make love as 
sugar is one with sweetness, as salt is one with 


sourness. 
Arrangement of Presentation 


The material presented was dependent on the 
function of the performance, ranging from manggung 
biasa (ordinary performance for purposes of 
entertainment) to those for specific needs such as an 
exorcism (manggung ruwatan). An ordinary 
performance could be of two types: a short format 
lasting between thirty minutes and two hours, and a 
long format which would last three to four hours. In 
the long form, comic action and set dances 
unconnected with the content of the story would fill 
out the additional time. These dances were then 
called tari lepas (literally, “dances free [from the 
story]”). Examples are those given in chart B above, 
and these remain the part of the repertiore that has 
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persisted to the present. 

The structure of the performance would be as 
follows. The presentation would begin with the tatalu 
(the opening), the instrumental overture called 
karawitan gending or gendingan. The first song would 
be Jipang Wayang followed by other dynamic 
compositions which came from the part of the 
musical repertoire called “small songs,” (sekar alit) in 
which the gong pattern is compact and gongs come 
quickly creating a lively impression. This overture 
served to gather an audience together. 

The second part called bubuka carita (opening of 
the story) is marked by the percussive playing of the 
cempala and the kecrek by the dalang. The cempala 
hammer is held in the left hand and rapped against 
the puppet box in wayang golek. The kecrek is a set of 
metal plates, normally attached to the side of the 
puppet box. In wayang wong, there is no puppetbox 
and the dalang may instead use a slit drum, small 
wooden box or wooden stage as a resonator for these 
two instruments. Both are played in complex patterns 
to cue the orchestra, to start, stop, accelerate, create 
sound effects and add to the musical mix of the 
orchestra. The cempala cues the tune Karatagan which 
is followed by the song Kawitan or another song 
appropriate for the opening narration of the dalang 
which begins with the singing of the traditional 
opening mood song, the kekawen murwa, and ends 
with the opening narration (nyandra murwa), spoken 
rather than sung. The words and style of these pieces 
are taken directly from the puppet theatre where they 
have a semi-ritual function. 

The third part is the actual show with its story; 
this part is called ngalalakon, “to present a story.” 
Here we first see the skill of the dancers as they adapt 
themselves to the needs of the story which is 
presented. The story is generally be divided into four 
to seven scenes, called bedrip [a term borrow from the 
Dutch word for scene] or the indigenous terms 
pembabakan [cutting], or penadegan [scenes]. The 
performance can be roughly divided into three 
sections as it moves from its introduction, to 
complication, and climax. 

The last part of the presentation is the bubaran 
(scattering), which is an purely instrumental piece 
played by the gamelan using the song known a Jiro or 
Kebo Jiro [“Crazy Water Buffalo”]. This song 
accompanies the exit of the audience from the place of 
the performance. 


Ornamentation 


Mamanis, “sweetening,” is the term for the 
ornamentation of this essential structure. Important 
for this elaboration is the role of the clown, Semar and 
his sons—Cepot, Dawala, and Gareng. They are 
called panakawan (literally, “those who accompany” 
[the hero]) or pawongan, “the people”. The are 
servants to the aristocrats who will triumph over the 
evil that besets them and the world. Additionally the 
clowns help clarify the story or scene by dialogue 
either between themselves or together with the 
gamelan players with whom they converse in a comic 
style. Their comedy may come either from their 
humorous dialogue or from the exaggerated, 
distorted movement of their dance. 

There are other types of mamanis activity which 
can be included, for example after the musical 
overture, a group female dance called a badaya might 
be presented.’ This interpolation is similar to what we 
find in the dance drama style of Surakarta, wayang 
wong panggung, where after the overture a female 
dance called a gambyong is presented (Murgiyanto 
and Bandam, 1983: 88). Also, in a three to four hour 
performance we would also find more sekar gending or 
songs of the female singer inserted during the 


transitions from scene to scene. 
Exorcism as a Special Case 


The presentation of the performance is somewhat 
different for a manggung ruwatan, an exorcistic 
performance which follows the traditions of this 
ceremony in Sundanese culture. It is stated in 
Traditional Customs of the Sundanese | Adat Istiadat 
Orang Sunda}, that a ruwatan or exorcistic ceremony is 
undertaken as a way of tricking fate and preventing 
danger in all sorts of cases, for example for only child, 
for a new house, etc. (R-H Hasan Mustapa: 112.). One 
kind of an exorcisic performance is only performed 
when a boy who is an only child is circumcised. This 
practice was frequent in Kabupatan Garut in the past. 
To accomplish the ceremony with a wayang wong 
Priangan, certain stipulations had to be prepared by 
the troupe. 

First, tutuwuhan (Th Pigeaud: 113) must be 
gathered. These are fruits of the earth such as sugar 
cane, sweet potatoes, cassava, rice, banana, coconut, 
peanuts, and vegetables tied to the roof around the 
stage. Secondly, offerings (sasajen) are prepared along 
with an incense burner. Additionally, a sheet of white 
cloth about one and a half by three meters is found. 
The offerings to accomplish the ceremony are the 


same as are required for a performance of the wayang 
golek when, under the title Dalang Kandabuwana the 
dalang subdues the demon, Batara Kala.* As ina 
wayang golek ruwatan there is holy water for washing 
in which are placed flowers of seven colors. In the 
same way, the body of the person for whom the 
ceremony is held must be covered with the white 
cloth. Thirdly, the ceremony requires saehu (ritual 
specialist) to conduct it. This role is usually filled by 
the leader of the wayang wong troupe who, in turn, is 
accompanied by assistants (catrik) who carry the 
white cloth. The fourth necessity is the special story 
which must be performed, namely, Jaya Perbangsa 
(The Death of Gatotkaca), an episode from the epic story 
of the Bharata Yudha, the great war which is the 
culmination of the Mahabharata. It is at the end of the 
performance that the ceremony is conducted as 
follows. 

After the death of Gatotkaca, Arimbi his mother 
gets permission from the Pandawa heroes to make a 
funeral pyre. As he is placed on it the following 
progression ensues 
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Chart C: Ruwatan Progression 


Material Presented 


Explanation 


The body of Gatotkaca is onstage with his mother Arimbi in the bowed position, called calik deku, near him. 


Sanduk-sanduk (Prayer 
asking God’s 
permission to execute 
the ceremony.) 


Accompanied by the tune Kidung, the person who will execute the ceremony 
(saehu) enters carrying the offerings and the incense burner, while one or two 
assistants come behind bearing the white cloth. As he enters, the saehu recites the 
mantra agnisita paramarta (“that which can defeat passion is the greatest 
victory”) and repeats the mantra over and over until he stops in a standing 
position facing the viewers behind the figures of Gatotkaca and Arimbi. 

One or two additional assistants guide the child for whom the ceremony is being 
enacted onto the stage. They position him in front of the two wayang characters 
with his back to the audience. These assistants then join the other helpers behind 
the saehu. 


Titiwah or Nyirnakeun 
raga nyapurnakeun 
sajatining rasa 
(“Annihilate the body 
and sanctify the spirit”) 


To the tune Kidung, the saehu sits cross-legged with the offerings to his left and 
the incense burner in front of him. Then all the assistants spread the white cloth 
in a rectangle suspending it above the heads of the two wayang characters and 
the child. The saehu begins to burn incense and as the smoke billows, he says the 
mantra “Amaragati Arimbi putra, Arimbi putra adisura. Amaragati Hidimbi, 
Hadimbi prawerti apsari.” (Arimbi’s child has reached his goal, Arimbi’s child 
has become a hero true. Hidimbi (Arimbi) has reached her goal, Hidimbi 
smelling sweet like a heavenly goddess.”) 

The mantra which follows is “Titiwah sioloka subagiakarma, titiwah siloka 
sadyawirat, titiwah siloka mahasudra.” (“A spirit that is pure is a symbol of 
happiness, a spirit that is pure is the symbol for which we aim. A spirit that is 
pure is the symbol of self-strengthening.”) Then, the assistants drop the white 
cloth, covering the two wayang characters. The assistants sit cross-legged on the 
stage. Meanwhile the child continues to stand facing the two figures now 
covered with the white cloth. 


Nyinglareun Kala 


(Banishing misfortune 


The tune Kidung stops and the saehu says another mantra: “Nirwana naya 
nugraha (“May you be received at the place of the greatest holiness.”) 

Finally the saehu says the du’a salamet (the prayer of safeguarding) which is 
taken from the Koran and the response comes from the entire audience with an 
overwhelming, “Amen,” which resounds at the end of the prayer. Only the two 
wayang characters covered by the white cloth are silent. With this prayer of 
safeguarding, the exorcism is complete. 


Scattering of the 
Audience 


The tune Jiro plays as the audience leaves. 


A mangung ruwatan arises from the traditional 
belief system. As is noted by Koentjaraningrat, the 
ruwatan_ceremony is conducted to prevent 
calamities which are said to threaten a person. 
People still believe that these dangers forebode as 
long as the ceremony has not occurred (1985: 109). 
The local audiences who watch the performance of 
the mangung ruwatan to its finish believe they will 
be blessed. On the other hand, if a viewer leaves 
before the ceremony is complete, it is believed they 
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experience misfortune. Before they arrive home, it 
is said, they will encounter an apparition, 
malakalmaut (mala,” evil,, maut, “death”) which is 
really the ceremony’s white cloth. The cloth will 
then transform into a kain kafan (a shroud). 


Repertoire 
The story presented in a performance of wayang 
is called a Iakon (play). The story presented in 


wayang wong Priangan can be a root story (called 
pakem or galur) from the Mahabharata including the 


Bharata Yudha or from the Arjuna Sasra Bahu Cycle, 
and corresponds to the stories of wayang golek. The 
majority of stories are from the trunk part of the 
repertoire (pakem/galur), but there are also some 
stories that come from the carnage or branch 
episodes. The sempalan or twig stories have not 
played a significant part in the repertoire. 

The performance does not try to represent all of 
the events of the epic. This is different from the 
Javanese performance of wayang wong in the 
palace of Yogyakarta where the story Mintaraga 
(Arjuna’s Meditation) was presented in 1926 and 
1937, requiring two days and two nights to present 
(Soedarsono, 1997: 217). Wayang wong Priangan 


Chart D: Repertoire 


uses four to seven scenes, and usually only shows 
the highlights of the story. Scenes which are chosen 
usually are those which are best presented through 
the rich medium of dance, and the rest of the story 
is delivered through dialogue. The stories included 
are usually only fragments of larger epics. The 
repertoire in the middle of the last century was 
represented by two stories from the Arjuna 
Sasrabahu cycle, one from the Ramayana, and ten 
from the Mahabharata, with six of these derived 
from the Bharata Yudha, the great war that is the 
climax of this epic. The following chart gives a brief 
idea of this repertoire. 


Epic and Title 


Content 


Arjuna Sasra Bahu 


1. Arjuna Wijaya (Arjuna Sasra 
Bahu’s Triumph) 


The story of how King Arjuna Sasra Bahu, an incarnation of Wisnu 
(Vishnu) defeats the demon Rawana winning the hand of Citrawati, 
an incarnation of the rice goddess, Sri. 


2. Patih Suwanda (Minister 


Somantri, the cousin of Arjuna Sasra Bahu with the new title of 


Suwanda) Patih Suwanda becomes the prime minister of Maespati under the 
title Minister Suwanda, but is killed by Rawana ‘s arrow which 
contains the spirit of a sibling that Somantri killed in his youth. 

Ramayana 


Anoman Pebancasuta 


Anoman the white monkey and son of a god blocks the sun. 


Mahabharata 


Jabang Tutuka (Birth of Gatotkaca) 


The infant Gataokaca, son of the Pandawa hero Bima, rescues 
Suralaya, the abode of the gods, from King Naga Persona, a serpent 
king. 


Brajamusti 


The death of Brajamusti, an uncle of Gatotkaca at the hand of this 
nephew. Gatotkaca receives supernatural strength from this 


encounter. 


Srikandi-Rarasati 


Lady Srikandi, spouse of the Pandawa hero Arjuna, learns archery 
from him and battles the princess Rarasati. 


Srikandi-Mustakaweni 


The Pandawa’s powerful heirloom the Layung Jamus Kalimasada 
has vanished and Srikandi helps get it back. 


Mahabharata/Bharata Yudha 


Jaya Renyuan (Death of Abimanyu) 


Abimanyu is attacked by the Kurawa and killed by Jayadrata. 


Jaya Tigasan (Death of Jayadrata) 


Arjuna slays the murderer of his son Abhimanyu. 


Jaya Perbangsa (Death of Gatotkaca) 


Gatotkaca is killed by his Uncle Karna. 


Jaya Jambakan (Death of Dursasana) 


Death of Dursasana, second eldest of the Kurawa at the hands of 


his cousin Bima, the Pandawa hero. 


Karna Tanding (Death of Karna) 


Death of lord Karna at the hand of his half brother Arjuna. 


Jaya Pupuhan (Death of Suyudana) 


Death of the Kurawa king at the hands of his Pandawa cousins. 
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Most of these stories concern the struggle 
between the Kurawa and the Pandawa in the 
Mahabharata. All of the stories address major themes 
of heroism and moral instruction. The repertoire is 
narrower than that of wayang golek which serves as 
its antecedent. Wayang wong is more focused on 
pakem, canonical stories. The additional human 
resources which it takes to mount a dance 
performance with the numerous dancers required, 
may make the repertoire more conservative than 
that of the wayang golek, where, by virtue of a single 
performer executing the show, invention of new 
repertoire is facilitated. In wayang wong, a large 
group must agree on the course of the narrative 
(without necessarily having numerous rehearsals to 
work out the agreements). Actors dialogue carries 
much of the storytelling. Older, set stories may 
work better in this situation of shared narration 
keeping everyone figuratively on the same page. 
Class may also have contributed to the conservative 
repertoire. The association of the genre with the 
elite priyayi who found deep resonance in the older 
lakon may have contributed. The period in which 
the form developed may also explain the static 
repertoire. Wayang wong Priangan is a genre of the 
19" and 20" century, not an active form at present. 
Dalang report the wayang golek of the pre- 
independence period laid more emphasis on 
traditional stories than does present practice. 
Wayang wong’s canonical repertoire responded to 
the constraints of its performance, the influence of 
class, and the preferences of the time. 

These are stories which, because of their 
portrayal of important moments in the lives of 
iconic characters, remain “abot” (“heavy,” i.e., laden 
with meaning) for the Sundanese. For example the 
birth and coming of age of Gatotkaca are associated 
with his transformation from an ordinary child. 
First is boiled in the crater Candradimuka to make 
him strong enough to defeat the serpent Naga 
Persona as is detailed in The Birth of Gatotkaca 
(Jabang Tutuka). Then the Brajamusti episode comes 
as Gatotkaca is educated by facing the enormous 
powers of his demonic uncle, Brajamusti. After 
defeating Brajamusti and drawing his demonic 
power into Gatotkaca’s own body, this young hero 
is ready to serve justice and truth. Shamanic images 
of transformation abound as Gatotkaca’s ordinary 
sinews are replaced by innards of iron and steel, he 


returns again and again from death, and he gains 
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the power to fly and see and hear through the 
multiple layers of heaven and earth. Such stories 
contain powerful symbols of magical 
transformation and hint about the reappropriation 
of chthonic power in service of the social order. 

The Death of Gatotkaca may have been chosen for 
the ruwatan due to his lowly heritage and personal 
history of transformation. Gatotkaca is born of a 
noble but rather coarse father, Bhima the third 
Pandawa brother. His mother is a demoness who 
began life among ogres, but, through personal 
initiative, raised herself, experienced a ruwatan 
(exorcism) transforming her into a human form. 
These are heroes who are not born but made. Both 
Gatotkaca and his mother Arimbi are like normal 
human beings coming from below, driven by the 
senses. Each is reborn though transformative forces 
, whether love (Arimbi) or the struggle for 
righteousness (Gatotkaca). The mantra: “Arimbi’s 
child has reached his goal, Arimbi’s child has 
become a hero true. Adimbi has reached her goal, 
Adimbi smelling sweet like a heavenly goddess,” 
may provide a clue as to why this lakon is borrowed 
for the ruwatan ceremony. As the white shroud 
descends on the characters (Gatotkaca and Arimbi) 
mounted on a funeral pyre, the symbolic death and 
rebirth of the child experiencing the ceremony and 
viewers is signaled. Those who watch the wayang 
learn to let all that is demonic, rough, low and of 
this earth fall away from the body-mind-heart. 
Engulfed in the smoking swirl of incense, the self- 
seeking and transitory burn away along with the 
body of the hero on the funeral pyre. Though it is 
the characters who are covered with the white 
“shroud” and they who “burn” in the story, it is the 
viewer who contemplates the meaning of death and 
knows transubstantition. Via narrative, ceremony, 
symbol, and mantra, we arrive where we have been 
heading all our life, we reached our goal—death. 
Having lived though it in the nexus of art we are 
finally ready to dance with refinement to the music 
that plays for the world that is seen and that which 
is unseen. 

Wayang wong Priangan is a rich genre for 
understanding the nature and history of Sundanese 
arts. Though it first came to Sunda from the 
Cirebon area, it was reworked in the highlands and 
became an important indigenous theatre. It is 
hoped that now, while the last generation of 


wayang wong Priangan artists in still alive, research 


and reconstruction can take place so this exemplary 


art may survive. D 


Notes 


1. For discussion of Balinese variants see Holt 
1967: 124. Javanese wayang wong is discussed in 
Sediawati 1981 and Soedarsono 1997. 

2. Cirebonese wayang wong is sometimes called 
wayang topeng (masked wayang). The masks used in 
Java generally are held by the performer biting on a 
piece of leather attached to the inside of the mask’s 
lip. Since a closed mouth is required to hold the 
mask in place, it is rare for the dancer to speak 
his/her own dialogue in this form. The dalang 
speaks for all the actors with the exception of the 
clowns who wear half masks and speak for 
themselves. 

3. Cirebon has four palaces: the Kasepuhan , 
Kanoman, Kaprabonan and Kacirebonan. All these 
houses trace their lineage back to Sunun Gunung 
Jati, the Muslim saint (wali) and founder of the 
Sultanate who is said to have used wayang, music, 
and dance to spread Islam in the 16" century. 
Village artists in many Cirebonese genres consider 
themselves to be the descendants of the wali, the 
nine Islamic saints who converted the island. 

4. The headdresses and the gamelan which were 
used at the Javanese village at the Columbia 
Exposition can be seen in the Field Museum of 
Natural History in Chicago and are similar to the 
performing objects available for inspection in the 
collection of the Museum Pangeran Guesan Ulun in 
Sumedang. 

5. The repertoire of wayang is customarily 
divided into pakem/galur (trunk), carangan (branch) , 
and sempalan (twig) stories. The trunk stories 
related the given events of the epic. The branch 
episodes show those characters in new stories that 
expand out from those circumstances. Twig stories 
are one step further from the core events, and can 
be whimsical developments with tangential relation 
to the epic. For example, if we were to apply these 
terms to the western cannon, Shakespeare’s Hamlet 
would be pakem/galur, Stoppard’s Rosencrantz and 
Guildenstern would be carangan, and an actors 
comical invention on the life of the gravedigger 
which might in passing show a scene of the child 
Hamlet riding piggy back on Yorick would be 
sempalan. 

6. For discussion of dialogue in wayang golek 


style see Foley 1979. Other sources are Atik 
Soepandi and M. A. Salmun. 

7. The Sundanese badaya, like the badhaya in 
Central Java, is a refined female dance but the 
number of performers, choreography, costume, and 
other features differ from the models of the 
Javanese courts. 

8. See Foley 2001 for a script of a wayang golek 
ruwatan. 
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INTERVIEW 


Divining The Diva: an interview with Nyi Tjondroloekito 


by Nancy I. Cooper 


“There are all kinds of flowers in the world, and a beautiful flower can grow from bird droppings.” 


Nyi Tjondroloekito' was undoubtedly Java's most 
popular pesindhen. After a long and varied life centered 
on music and family, this amazing woman passed away 
in 1997. For decades, cassette recordings featuring her 
voice and periodicals with her face on the covers have 
dominated the gamelan section of local music stores. Her 
version of the perennial singer’s piece Jineman Kuthut 
Manggung is often imitated in wayang kulit 
performances all over Central Java and her distinctive 
voice (broadcast from radios or cassettes) still graces the 
night air in cities like Yogyakarta. 

Bu Tjondro [from the honorific title Ibu, meaning 
mother] was also a teacher of singers, devoting much of 
the latter part of her life to rural women who aspired to 
singing careers, but who did not have the opportunities 
or resources to pursue their talents. She also tried to 
instill in her students the courage and strength to resist 
the temptations of fame, wealth and attention which 
could easily overwhelm a young innocent embarking on 
an exciting public career. 

Although greatly respected, and in contrast to the 
tremendous outpouring of affection for her by the 
listening public, Bu Tjondro was not considered a 
musician's singer by Java's musical elite, whose 


aesthetics do not easily accommodate idiosyncratic styles. 


In a way she was a folk singer in a classical genre, and a 
crossover such as this is not always fully appreciated or 
understood by one’s peers. 

Bu Tjondro was an innovator, but, unlike other 
notables such as K.R.T. Wasitodiningrat and the late 
great Ki Nartosabdho, she did not have the gender or 
pedigree, whether by birth or formal musical training, 
nor the personal connections that might further have 
legitimized her innovation. The relatively recent 
inclusion of women singers within karawitan about 100 
years ago derived from the centuries-old singer-dancer 
genres of questionable repute — it would be naive to 


Nyai Riyo Mardowolaras 


The author (right) with Nyi Tjondroloekito. 


think that this association had no effect on Bu Tjondro's 


reputation. Additionally, the musical styles associated 
with Yogyakarta have declined in favor of developments 
in Surakarta. 

I first interviewed * Bu Tjondro at her home in 
Jakarta on August 16, 1990 during a break from my 
fieldwork on women singers in a rural area near 
Yogyakarta in the cultural heartland of Java. Although 
officially retired at that time, she was still occasionally 
performing and giving lessons. When I visited her again 
five years later she was fully retired and her husband, 
R.M. Tjondroloekito, had passed away in the interim. 
Still mentally alert in her mid-seventies, her voice was 
not as strong as I remembered it and she had some 
difficulty remembering parts of the numerous texts she 
had memorized and composed over the years. 
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Nevertheless, her comments were punctuated with lapses 
into song and laughter, much as they had been before. 
Although smaller in stature and slightly frail, Bu 
Tjondro epitomized to me the positive features of 
longevity. 

When she looked back upon her life experiences as a 
farm girl, a young singer in the Palace, a wife, a produce 
seller, a mother, a grandmother of 29, a great 
grandmother, as well as a recording star, she betrayed 
not a trace of regret, resentment, or arrogance. What was 
apparent instead was an abiding spirituality and 
philosophical acceptance of the good and the bad of a life 
fully lived and shared with family, friends, colleagues, 
and the public. Bu Tjondro said that “a society without 
artistic expression (kesenian) would be cold and lifeless” 
and, in spite of the reservations some musicians had 
about her liberal musical style, everyone I asked praised 
her kindness, generosity and great humanity. As a kind 
and talented person, she will be missed. But thanks to the 
rows of her cassettes that now share space with those of 
recent trends such as Campur Sari, her voice lives on. 


Cooper: What was your life like when you 
were growing up? 

Tjondro: My parents were poor so we lived in 
a house made of bamboo walls (gedheg), earthen 
floors, and a tiled roof in the dhusun Pogung, 
Sleman, Yogyakarta. Our source of water was a 
well about 15 meters deep. We used a lever with a 
bamboo dipper suspended on one end (senggot) to 
fetch the water. In the evenings we hung a kerosene 
lamp on the wall. 

Cooper: How did you first learn to sing? 

Tjondro: When my parents were working in 
the fields, I would tend to my younger siblings by 
singing songs (kidung) my father had taught me. 
When they cried, my singing would soothe them. 

Cooper: How did you eventually become a 
professional singer? 

Tjondro: One day when I was singing in 
Kinanthi verse, in order to calm down one of my 
brothers or sisters, the singing master of the Palace, 
Bapak Lurah Sumbogo, happened to be hunting 
nearby. When he heard the singing he stopped 
hunting and followed the sound of my voice. He 
introduced himself to my parents and me. My name 
was Turah at the time, and he commented on the 
quality of my voice, saying it would be a shame if I 
did not develop it properly. My father said that he 
was willing to send me anywhere training was 
available, but that he could not afford it. 
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The very next day my father was invited to 
escort me to the residence of K.R.T. Joyodipuro on 
the east side of the Palace wall. All the traditional 
arts were taught there including Javanese gamelan 
music (karawitan), voice (sindhen), dance, painting, 
drawing, etc. For three consecutive days we 
rehearsed, after which I was taken to sing for 
Kangjeng Patih Danurejo. Since this was in the time 
of Sultan Hamengkubuwono VIIL, the position of 
Patih (chief minister) still existed. His wife was 
related to the Sultan and I sang for them both. None 
of this was really difficult for me. I was 12 years 
old’. 

Later I learned how to do the Golek dance. Ibu 
Riyo Larasati gave me guidance and encouraged 
me to study at Kepatihan (the minister's residence 
and offices) where we would perform together, 
pieces such as in Langen Mandra Wanara. Bu Riyo 
would play Tri Jatha and I would be Sinta. 
Kangjeng Patih gave me the name "Penilaras" 
which he explained meant "good pitch" (aras 
bagus). This was a happy and humbling experience 
for me. After I had participated at Kepatihan for 
four years, Kangjeng Patih passed away and at his 
wife's request I was given a letter stating that I 
should become a performer at the Palace. When I 
had done that for three months, I was given the 
name Pacha Sih by the Sultan. 

Cooper: How did you meet your husband? 

Tjondro: Although Pak Tjondro's mother was a 
commoner, his paternal lineage was royal and for 
this reason he studied dance under the tutelage of 
Prince Tejakusuma. Once during a performance, 
when Pak Tjondro was dancing and I was singing, 
our eyes met. At that time I was young and rather 
pretty and he was handsome. 

After we were married, we had 12 children, 
one after another. As Nyi Tjondroloekito, I lived 
with my family near my parent's home and 
performed outside of the Palace. But my husband 
forbade me to continue singing, so for years I sold 
produce in the market. But with so many children 
times were rough. I finally said to my husband, "I 
am a human, not a beast of burden (lit. water 
buffalo: saya manusia, bukan kerbau), and I must help 
support my family.” Eventually he relented. 

I started singing again, for uyon-uyon, wayang 
kulit and so forth, for family and village 
commemorative events. In 1955 I joined my 
husband in Jakarta where he had been given a 
position. Straightaway I started singing for RRI 


Jakarta, the national radio station. 

Cooper: It is well known in karawitan circles 
that your singing style is unique. How did you 
develop this style? 

Tjondro: From the very beginning, when I was 
memorizing a piece, I had an urge to create my own 
melodic patterns (cengkok). So I asked Nyai Riyo 
Mardowolaras, "Do you think it would be 
permissible for me to sing my own creations? 
(Bu,...apa sekiranya diizinkan kalau saya 
mengeluarkan...getaran jiwaku sendiri)? She answered, 
Wwhy not? What could be the harm in that? There 
are all kinds of flowers in the world, and a beautiful 
flower can grow from bird droppings." 

This made me feel better about my innovations 
but I asked one more person, just to be certain. That 
was Kangjeng Madu Kusumo who was an advisor 
in the Palace. "Kangjeng, if for instance, I used 
cengkok of my own creation, is that forbidden?" "Of 
course not", he replied, "who told you such a 
thing?" Finally I felt that I was free to follow the 
God-given vibrations of my spirit rather than only 
repeating what already existed. 

After I retired from RRI, I started to write 
verses in the poetic forms Wangsalan and the 
various kinds of Macapat. I wrote down whatever 
flowed from my heart. In my heart of hearts, 
whenever I sang I hoped it would make people 
happy. In other words, when I sing, I do so not 
from my thoughts, but from my feelings. And I do 
it not just for myself, but for others. That is what 
guides me. 

Cooper: Which type of performance do you 
prefer to participate in? 

Tjondro: I like wyon-uyon [music performed by 
itself] the best and then wayang kulit [shadow 
puppet theater]. There is more freedom for the 
singer in an uyon-uyon. 

Cooper: When you teach singing, is there a 
particular aspect which is most difficult for your 
students? 

Tjondro: On average, the irama, or changes in 
time, poses the most problems. When faced with 
the full ensemble, many singers become confused. 

Cooper: We have all heard stories questioning 
the moral character of singers. What are your 
thoughts on this issue? 

Tjondro: In times past if a woman had a good 
voice and could dance, she became a teledhek, which 
was a lowly occupation. When I started singing my 
father said to me, "You may become a singer as long 


as you have only one husband. You may not 
conduct yourself like the others." So this became the 
standard by which I guided myself. And when I 
teach young women, such as those from Gunung 
Kidul [a rural part of Yogyakarta known for its 
singers], I always offer moral guidance as well. 

Through the organization Widya Lestari 
Budaya, at least 20 some women from rural areas 
were funded to come to Jakarta and study with me 
for approximately two years each. I told them that 
learning the music itself, how to dress, and how to 
behave on stage only constitutes half of what they 
need to know. They are in danger if they do not 
learn to cultivate right thinking. I tell them they 
must be careful not to fall because if they do, they 
may never get up again. This is how it is, Nak 
Nancy, many of them are not strong and can be 
easily shattered. Who are these women? They are 
the women who sit in the center of the gamelan, 
many first rate singers, who may not be aware of 
the dangers of glancing to the side. 

Cooper: What sources do you use for these 
lessons? 

Tjondro: I do not teach from existing texts. 
Rather I talk to them about a debt of honor towards 
their parents who are unique in the world. No one 
can replace them. I impart this kind of knowledge 
to my students: devotion to parents, submission to 
God, and love of humanity. And we must also be 
generous towards our country. 

Cooper: What is the place of gamelan and 
karawitan in Javanese society? 

Tjondro: I think of gamelan as a sacred 
heirloom (pusaka) which should be respected. I 
never like it if the gamelan is placed below rather 
than raised up. Music surpasses language —one 
must understand the precise meaning of words, but 
music appeals to feelings which are more 


universal. D 


ENDNOTES 
' Thave used this spelling over "Condrolukito" because it 
was the spelling used on her personal name card. 


? [have translated pertinent sections of much longer 
interviews which were conducted in Indonesian with 
some Javanisms mixed in. My method of interpretation 
and translation is to capture the intended meaning of the 
speaker and communicate it in English as faithfully as 
possible. 


3 Based on her birth date in the 1920s, this would have 
taken place in the 1930s. 
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INTERVIEW 


Sinta Wullur and the Diatonic Gamelan 


by Huib Ramaer 


FON” 4a 


Fr, Hi ae 
Multifoon in rehearsal. Sinta Wullur’ is on the right. 


This is the story of a new gamelan tradition that was 
born in 1998 on western soil. On the 11th of November 
1998 a fascinating musical event took place in the Tropical 
Museum in Amsterdam. Sinta Wullur presented the 
official premiere of her new project with the gamelan 
group Multifoon. They used a new set of gamelan 
instruments, built in Indonesia and tuned in the western 
diatonic system. This tuning allowed Sinta Wullur to 
invite a string quartet to join her gamelan group in an 
crossover experiment for which music still had to be 
written, or perhaps we should say 'invented', as there was 
no precedent. Wullur and the other composers were 
pioneers in creating and notating this new music. 

How did Sinta Wullur happen to order gamelan 
instruments in tune with the piano? What led her to this 
idea? Of course she didn't get there “crossing one night's 
ice” as they say in Holland (where ice skating is a national 
sport). Sinta development as a musician and as a 
composer is as crossover as anyone’s career could possibly 
be: western influence in the east, followed by eastern 
influence in the west. She was born in Indonesia on 
November 16, 1958. Her mother was a piano teacher, so 
classical piano playing was Sinta’s main musical influence. 


At home in Indonesia she heard Schubert and Beethoven, 
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whilst outside or on the radio sometimes the sounds of the 
gamelan got to her from a distance. By then she couldn't 
possibly know those instruments would determine her 
future life as a composer. When she was ten years old, she 
moved with her parents to Holland and after high school, 
she ended up at the Amsterdam conservatory, studying 
classical piano. When she saw a set of glittering gamelan 
instruments in the percussion department of this 
institution her perspective changed on the spot. She 
thought, instead of endlessly practicing the piano, it might 
be far more exciting to embark on a musical journey to her 
homeland, by playing the gamelan and so it appeared to 
be. We'd better let her tell us the story of how she 
developed as a gamelan musician and composer herself. 
“Though I was born Indonesian, | only 

started to play the gamelan in Holland during the 

Javanese gamelan workshops led by Elsje Plantema 

when I was studying classical piano at the 

Conservatory. After getting my piano degree in 

1983, I decided to study composition with Ton de 

Leeuw. A couple of months a year I went to Bali to 

study Balinese gamelan, [although I believe that] 

in search for new composition techniques using 


Indonesian characteristics, one should get 


acquainted with the gamelan traditions of Java as 
well as Bali. 

“T started to study gender wayang in 
Denpasar with I Nyoman Sudarna, learning the 
basic repetoire. When I returned to Holland I 
taught these pieces to the gender wayang ensemble 
“Trama”, which I set up with Henrice Vonk. After a 
few years I extended the gender wayang-repertoire 
to include the gender wayang Batél-repertoire 
(with added percussion parts). The "Irama" group 
had reached its peak in 1994 with a Wayang Tantri 
production wih the participation of the dalang I 
Wayan Wija and gamelan leader I Nyoman 


Sudarna.” 


gamelan instruments and female voice. 

“Each time I made a composition I searched 
for a creation that could carry the identity of 
Indonesian as well as Western culture. But when I 
composed for a traditional gamelan orchestra I 
missed the possibilities of the 12 tones in an octave, 
and felt limited by the tuning problems when 
combining western instruments with the gamelan. 
When I composed for a western ensemble though, I 
missed the tone qualities of the gamelan 
instruments. Which percussion instrument can 
replace the sarons, the slenthem and the bonang? 
Certainly not the tubular bells or the vibraphone!” 

A colleague of Sinta’s told her of a chromatic 


After ten years of experience with playing gamelan gamelan ordered by Danish percussionist Ivan Hansen. 


music in Holland, Sinta wanted to explore new areas, “During my visit to Denmark in 1990 I got the 
expanding her own possibilities as a performer as well as opportunity to see and hear this chromatically 


the musical possibilities of the gamelan itself. tuned set of Balinese gamelan instruments. After 


“I started to get interested in vocal techniques 
in Indian and Javanese traditional music.s, which I 
learned and practiced in Amsterdam. [My interest 
in vocal music] was one of the reasons I left the 
Balinese gamelan ensemble. The other reason was 
the rise of a new idea—to set up a chromatic 
gamelan orchestra in well-tempered tuning. This 
idea came to me after I composed crossover pieces 
for both the Javanese gamelan and the western 
ensembles I worked with in Holland. For the 
modern gamelan group "Ensemble Gending" I 
composed two pieces Ganantara and Kaleidoscope. 
For the percussion ensemble "Slagwerkgroep Den 
Haag" I made the piece 10 Bulls, which uses a 


mixture of western percussion instruments, 


that I was convinced that the chromatically tuned 
gamelan would solve a lot of my problems in the 
search for the ideal crossover music. 

“T ordered a basic set of chromatically tuned 
Javanese gamelan instruments from Pak Suhirdjan 
[of Yogyakarta]. To determine the tuning, I gave 
him a set of tuning forks that are normally used by 
piano tuners The cases were built to hold the 
equivalent of “white and black keys.” 


Demung (left) and bonang (below). Note the top row of 
groups of two and three corresponding to the “black 
notes “ of the piano. 
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Multifoon performing with string quartet. 


The gamelan instruments and their ranges’ were: 

2 saron barung (c2 - c3) 

2 saron demung (cl - c2) 

1 slenthem (c - c1) 

1 peking (c3 - c4) 

2 bonang (cl - c2 and c#2 - c3) 
“In 1995 the instruments were ready for the first 
concert. My composition Lingkaran for chromatic 
gamelan and percussion was performed as a part 
of an international ESEM conference for 
ethnomusicologists in Amsterdam. This project 
was called Gongs & Strings, and the group was 
called Multifoon, meaning “varied tones”. I created 
four new works for chromatic gamelan and string 
quartet, one work for chromatic gamelan alone, 
and one piece which is a sort of concerto for 
chromatic gamelan and cello solo. ” 

After the concert series, Multifoon and the Odyssey 
String Quartet recorded those pieces [making perhaps the] 
first chromatic gamelan CD, with compositions for 
chromatic gamelan and string quartet by Christiaan 
Détlefsen, Hans van Zijp and Sinta Wullur. 

In the composition Mata Angin Sinta explores the 
possibilities of integration between eastern and western 
musical cultures. In this respect Mata Angin isn't any 
different from her previous works for western ensembles 
or traditional gamelan ensemble. 

Mata Angin in Indonesian means “the direction of the 
wind” and in the different sections of this work the 
“wind” of musical tradition in turn blows from the east as 
well as from the west. The first part functions as an 
overture and shows influences by Barton and Stravinsky 


set in a traditional gamelan framework. The second 
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movement slowly starts with melodic lines derived from 
Javanese gamelan tradition, and colored by expressive 
chords. This is followed by a very fascinating metrical 
section in which the gamelan instruments translate the 
Javanese tradition to modern times, whilst the strings feed 
the music with glissandi and trills, spiced with 
quartertone deviations in tuning. The last movement 
grasps the listener with a mixture of fighting music from 
the gamelan repertoire and the heroic gestures that are so 
typical for western romantic piano tradition. This also has 
a political connotation. While composing this piece Sinta 
Wullur followed the hectic revolution that was taking 
place in Indonesia, the developments of which are 
mirrored in Mata Angin. The overture is optimistic and 
shows the relief felt at the end of the Suharto regime. The 
middle section is a sad funebre, lamenting the victims of 
the Suharto regime, but also the new innocent victims of 
the revolution, like the Chinese inhabitants of Indonesia 
who are blamed for their welfare and education. With the 
fighting spirit of the last section Sinta Wullur stresses the 
fact that the atmosphere of dissatisfaction and chaos has 
not yet come to a halt. The following months Sinta Wullur 
starts a concert tour with the second project around the 
chromatic gamelan which is called “A Meeting of Two 
Traditions.” In the compositions and arrangements for this 
project, the characteristics of western and Indonesian 
musical tradition confront each other. Existing traditional 
music of Indonesia as well as Europe is rearranged for 
chromatic gamelan in combination with the clarinet and 
violin. For instance Debussy's The Snow of Dancing will be 
brought to life on the chromatic gamelan whilst a 
Sundanese song will get an accompaniment on chromatic 


gamelan, violin and clarinet, in a musical style for which 


the treatment of folksongs of the Italian composer Luciano 
Berio serve as a source of inspiration. Another 
arrangement is the composition Kyrie of the Dutch 
composer Jan Rokus van Roosendael, originally composed 
for carillon. The project also features premieres of new 
works for chromatic gamelan and clarinet and/or violin 
by Christiaan Détlefsen, Renadi Santoso, Sinta Wullur and 
the British composer Symon Clarke. Wullur's new 
chromatic gamelan has caused quite a stir in Dutch 
musical life. The fact that Peter Schat, one of Holland’s 
most outstanding composers, has already written a 
composition for the "Koninklijk Concertgebouw 
Orchestra" with a chromatic gamelan as the percussion 
section proves that we are only at the beginning of a new 
refreshing period in music history. As the borders 
between European countries are torn down, so are the 


musical borders between east and west. D 


Notes 


1 For more information on Sinta Wullur and Multifoon, see 


http://www.sintawullur.nl/. 


As listed on their website http://www.sintawullur.ni/ on 
July 31, 2004, the chromatic gamelan instruments of 
Multifoon consist of: 


* 2 extended saron with a range of 2 and a half 
octaves: c" - f111 


and one each of the following 


gendér panerus 

gendér barung 

slenthem: c - cl 

peking: c"1l-c"™" 

bonang panembung: c# - b 

bonang barung divided in 2 frames: cl to c" and c#" 
toc'l 

* bonang panerus divided in 2 frames: c" to c"l and 

c1111 toc 
* set of kempul: c— cl 
* set of kenong: cl —b1 
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INTERVIEW 


Komang Astita: the performance of sound 


by Elaine Barkin 


August 20, 1990 
STSI, Denpasar, Bali 


Barkin: Maybe we should start with these pieces 
that you just finished: Pencon [Knobbed Gong] and 
-—— what was the other? 


Astita: Ngombak Buluh [Waves of Bamboo]. 

Barkin: Tell me about the influences in Pencon, 
where the various rhythms and the sounds and the 
timbres came from. 


Astita: Well, first we have to choose the kind of 
instrument, so what we do is observe what 
instruments we have. 

Barkin: What you have here? [at STSI, Bali’s 
Advanced Academy of the Arts] 

Astita: What we have around that’s possible to use, 
the kind of instruments we have at school: Balinese, 
Javanese. And finally I saw the gong ... it's 
interesting to make something different from what 
we usually do for the karawitan, in Bali or Java. 
Instead of using many kind of instruments, my idea 
is make it more simple. I like to make the material 
more effective, rather than just doing too many 
things. [Karawitan refers here to the codified system 
of traditional Balinese gamelan music.] 

Barkin: So you mean to limit the timbre, limit 
the kind of instrument? 

Astita: Yeah. Limit the kind of instrument, the 
timbre, and also limit the musician. 

Barkin: Okay. A small group. 

Astita: Yeah, a small group. For a big group 
our music is no problem. We can have doubling, or 
include different kinds of instrument, and that 
makes it very crowded. 

Barkin: You mean like for a traditional Gong 
Kebyar ensemble? 

Astita: Uh-huh, or Gong Gedé which needs 
many more musicians I got these ideas from my 
first piece, actually [a first] in Balinese 
contemporary music. That was Eka Dasa Rudra, the 
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Nees Vig al 
Komang Astita at UCLA, 1995 


first piece I made for the young composers’ concert 
[Pekan Komponis] in Jakarta in 1979. And that time I 
used many more instruments 

The ideas came from the one very big 
ceremony in Bali, for Balinese Hindus, at Besakih 
[Bali’s mother temple]. That ceremony [meant to 
purify the universe] only comes once in a hundred 
years. Of course, in that kind of ceremony, there’s 
just too many things going on. There’s a lot of 
special activities, music, dance, different kinds of 
religious ceremonies. What impressed me is the 
organisation of the ceremony. The process starts 
maybe six months before. 

Barkin: To prepare for the ceremony? 

Astita: Yes. And, you know, what is very 
attractive is the performance of sound. People 


sounds, walking sounds, and gamelan from many, 
many different ensembles that we have in Bali, 
including instruments for performing both sacred 
and secular music. 

Barkin: All going on at the same time? 

Astita: Yes. That situation gave me an idea: to 
put it together, to combine all these different kinds 
of activities. And that time I used many 
instruments. It’s based on gamelan Semar 
Pegulingan; why Semar Pegulingan? Because 
Semar Pegulingan has a seven-tone scale. I can 
manipulate that with a different kind of ensemble, 
angklung, add some other big cymbals, so it 
becomes a Belaganjur [marching band ensemble]. 

Barkin: I see. 

Astita: It’s a different kind of gamelan. Also, 
with the seven-tone scale, we can make more mood 
changes, according to the theme of the ceremony. 
Of course, this is still based on the Balinese 
character, the technique of playing, the music, the 
composition. What is new is the way of arranging 
the instruments, the structure of the composition, 
and how the gongs were hung. 

Barkin: Oh, Michael [Tenzer] told me about 
this. You had a lot of people moving around? 

Astita: Yes. Usually when we play gamelan in 
the Balinese tradition, we stay on one instrument. 
But I made the players move.We didn’t have many 
instruments or people, but we can move things 
around. This concept is like theatre music. That was 
my first success. After that, I made things a lot 
simpler, with fewer musicians ... 

Barkin: So that piece was for the full Semar 
Pegulingan plus the gongs... 

Astita: — plus the rice-pounding instrument, 
and a lot of wood, what you call sapu— 

Barkin: A broom? 

Astita: A broom, from sapulidi, yes. And a big 
bamboo flute, a gambuh. I illustrated the music with 
some dance movements, which makes the concept 
more complete. There are a lot of new pieces from 
other composers like Windha, Rai, and my brother 
[Ketut Gdé Asnawa]. This brings the contemporary 
music scene in Bali to life. The challenge first came 
from the Arts Festival. The last five years, we have 
included a Balinese contemporary music program. 

Barkin: Maybe before we talk about Pencon, we 
should return to Ubitning Selunding. The first 
performance was in 1988, and then there was the 
performance on the “Fantastic Gamelan” cassette. I 


was interested in the differences between the two 


performances. What were the circumstances of the 
first performance — were you trying something 
different? The voices in that are so different than on 
the subsequent cassette. 

Astita: For the first performance, for the Walter 
Spies festival, I was trying to create a new piece for 
Selunding, because I know it is a very old gamelan 
... sometimes we feel Selunding is a very sacred 
instrument. In this piece, we don’t think about the 
sacred, we think about the possibilities of the 
instrument, we can play different music from what 
is usually played in a ceremony. The piece has a 
fixed structure already, but the vocal part in that 
piece comes from kidung style. 

Barkin: Kidung? 

Astita: Kidung is a ritual vocal part in Bali. 
And kidung has a free rhythm because the vocalist 
can sometimes take a lot longer to sustain a tone, or 
sometime it just depends on the situation. And this 
time, in Ubitning Selunding, that vocal of course 
should be fixed within the melodic theme I created. 
Sometimes it depends on the vocalist also. The first 
performance is different from the commercial 
cassette recording because the vocalist was 
different. 

Barkin: But the style was also very different. In 
the first performance it was very avant-garde, you 
know? And then it gets much more conventional on 
the cassette. 

Astita: Yeah, I think so. The first one is more 
free; I felt it was good that time. But in the second, 
the vocal is much more strict, more metrical. 

Barkin: I had written a note to myself that in 
the first version, the rhythm was also freer in the 
ensemble. And then it gets to be more like a Kreasi 
Baru piece on the cassette. Is that right? 

Astita: Yes, I think if I performed it again it 
would again be different. But if you compare the 
two, the second one is shorter. 

Barkin: It’s about two minutes shorter. 

Astita: I mean the repetition is different, it’s 
more free. I've already fixed the first one, because 
that’s my first performance. And for subsequent 
[performances], I made a different order. 

Barkin: What does Ubitning mean, by the way? 

Astita: Ubit? That means a kind of intricate 
thing, for example in the carving; like leaves on a 
flower, right? Some parts of the leaf come out like 
this [he makes hand motions], what you call spiral. 

Barkin: Spiral, that kind of pattern. 

Astita: Yes, the pattern in fact. In Bali we have 
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patra, the name of different patterns. This is patra 
Belanda, which comes from Holland [he points to a 
part of the building decoration]. 

Barkin: So it’s the different pattern, the 
ornamentation? 

Astita: Yes. In that case, we have ubit-ubitan, 
kind of how the line comes from one center, for 
example, and starts on this end, and you make 
elaborate ornamentation. That is ubit-ubitan ... 
[hand motions] the sense is like ornamentation. 

Barkin: Let’s talk about Pencon. That piece was 
such a success, you know. Everybody loved that 
piece. I would be interested to know how you 
started with the limited timbre and small group of 
players, and then where the ideas came from. 

Astita: When I was exploring the ideas with 
my musicians, we were trying to feel what the 
sound was like ... the sound is very deep, mostly 
soft. The possibility of playing the interlocking 
patterns has great breadth. I feel this music should 
not be very loud, if you play very loud, the sound is 
not right. [Pencon is for seven large gongs.] 

Barkin: Yeah, the sound gets very diffused; it’s 
not as clear as when it’s soft. 

Astita: In observing that, I tried some different 
patterns. We have a very rapid, very tight pattern. 
And the sound is not good, because if we hit too 
many — for example, with four gongs playing 
interlocking patterns, the sound is not so clear and 
we feel that the sound is not right. 

Barkin: Are they all Javanese gongs? 

Astita: Yes. I tried Balinese trompong from Gong 
Gedé [an older Balinese gamelan with very large 
instruments], but the sound was not deep enough. 

Barkin: It’s very resonant, so that’s one of its 
characteristics. 

Astita: After I saw that the rapid rhythm is not 
correct, we tried to make it more simple. What we 
do is not just hit the knob, but we compare it to 
hitting the body of the instrument, even on the rim. 

Barkin: That’s a new idea for playing those 
gongs for you? 

Astita: Yes, yes. Before when we played a lot 
on the knob, the sound was not so good. We would 
like to have a more simple sound, and I’m trying to 
combine the body and the knob. The knob is still 
essential. We hit it a lot on the body, near the rim 
also. So, this idea is expanded and developed. It's 
very interesting when we try something like that. 

Barkin: And hitting the stick of the panggul 
[mallet] on the rim was a wonderful passage. 
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Astita: We feel that if this is going to be played 
throughout with sticks, we should have another 
possibility, playing by hand. I think by slowing 
down, and using a different tempo, we play with a 
different technique. When we play that, something 
else comes up — we need vocal. First I tried it with 
cak, because the pattern of this is similar to the Cak. 
[A Balinese choral form of interlocking vocal parts, 
also known as Kecak.] 

The players were saying “cak, cak, cak,” each 
according to his rhythm. And my friend Pak 
Sumandhi comes in, and says we're abusing Cak. 
Cak already has its own character. 

So we included the idea of [the sound of] frogs 
[and other birds and insects] in the rice field — you 
hear them at night. Then you get the idea of the old 
kotekan. Kotekan [Balinese interlocking parts] is a 
combination of different sections, different parts, a 
combination of rhythm patterns and skill. 

Barkin: I sometimes think that some of the 
patterns of Bali come from the frogs, because it 
sounds as if they’re singing kotekan in the rice field. 

Astita: Yeah, well, I don’t know if that’s true. 

Barkin: Maybe not ... Also, there were many 
different rhythmic patterns in Pencon. The tempi 
were different, slow and fast, and there were very 
different kinds of rhythm. Some of them sounded 
as if they were influenced by African jazz. 

Astita: I think that type of sound is common in 
different kinds of music here. Also [in Pencon] there 
is a kind of slendro scale. You see the four of us are 
always playing interlocking parts ... not four, five 
of us ... 

Barkin: Five of you and the two gong players. 

Astita: Yes, the two [large] gongs. They play a 
colotomic [punctuating] part. 

Barkin: Yeah, I know, because at the end they 
have that ostinato [sings] that went on maybe a 
little too long: that last part could be a little shorter. 
Don't you think so? 

Astita: Yes. Lots of our friends also say that. 

Barkin: Just at the end when you get to that 
ostinato pattern. 

Astita: I think that’s because of the repetition, 
you know. Maybe, if I don’t repeat them, it's fine. 

Barkin: So these are all slendro gongs? 

Astita: Yeah, because that’s the gong we've got. 

Barkin: You don’t have a pelog ensemble? 

Astita: Well, there is a pelog, but when we 
explore the instrument, we[used what] we have ... I 
don't think it necessarily has to be slendro. 


Sometimes we may have only the pelog gong, that 
would be fine, too ... the idea here is the pattern. 
We can make it even freer if we use some Western 
gongs, or Chinese gongs or something like that. 

Barkin: Did the players have to learn a 
different playing technique? 

Astita: They have a different kind of technique 
for playing gangsa or playing the drum, or playing 
cymbals. They just combine that. There are some 
drum ideas, playing on the rim. I think most of 
them are already experienced playing drum. 

Barkin: I was very impressed with the players. 
I thought they were just wonderful. 

Astita: Another possibility, if I play this on 
Western instruments, maybe we'd use a tom-tom, , 
and some big gong, that would be fine. There is no 
problem with changing the instrument set. 

Barkin: But it was very special because of the 
resonance of that gong sound. 

Astita: Well, the character of the sound can be 
different. 

Barkin: And what about the Jegog [ensemble of 
bamboo tube instruments] piece Ngombak Buluh? 
What struck me was the part where you're playing a 
rhythm on the top and the others are playing 
something else — two rhythms simultaneously. 
That was very different, for me at least. 

Astita: Well, I love jazz music also. I think that, 
to create a jazz character, it doesn’t matter what 
instruments we use here. But the feeling of jazz is 
like that. For this piece we have melodic or 
rhythmic ideas and then we elaborate. That’s the 
idea. We use the big bamboos to define the 
character of the piece. Also, the idea of this piece is 
to use a limited number of musicians. 

Barkin: To get the most out of the least. 

Astita: I like to do that now, you know, instead 
of playing with a lot of musicians. 

Barkin: That was a good idea, to have three 
players on one instrument, and four players on the 
other. Was that a totally new idea? 

Astita: Well, that’s an idea I like, because what 
I did here is going to be observed by our students, 
you know, and they'll get some other ideas ... Not 
just the conventional things they have been doing,. 
Sometime there will be a solo performance ... this is 
really different from our music. We have a dearth of 
solo performance in Balinese music. 

Barkin: Solo performance is such a Western 
idea. 

Astita: Yes, I know, but sometime we can do 


that too. This is a way of expanding our ideas, 
exploring some more things. In this jegog piece, I 
have deep bass rhythm, a simple bass melody, then 
it is augmented by another rhythm; we also 
changed our tune; that makes the feeling different, 
changes the mood. 

Barkin: Especially when you played the frame 
of the bamboo. What did you play with? It looked 
like angklung ... 

Astita: Well, it is part of bumbung instruments. 
[bumbung is the generic term for bamboo] We can 
hit with our palms, hit the instrument itself, or 
otherwise we use a stick. Bumbung can be slendro 
or pelog. But this time, I chose only four tones to 
express the rhythm, according to what we have on 
the big instrument. 

Barkin: And the jegog itself is a four-tone scale, 
isn’t it? 

Astita: Yes. But in this piece, the scale is not 
necessary, just the sound. 

Barkin: It’s like layers of different rhythms 
happening simultaneously: that was very clear in 
the piece. So what do you think you'd be interested 
in going on to do? Any ideas? 

Astita: I would like to do more new things. 

Barkin: Would you to stay on this track of 
restricting yourself, to see how much you can get 
from a limited number? Or maybe mix something? 

Astita: Maybe I'd like to mix, make something 
big. For me, I think a lot more is possible here, 
because we are getting used to new ideas. 

Barkin: And what about the response to the 
new music, is it generally good? 

Astita: I think it is very positive. I feel that, in 
the future, I would like to bring this kind of idea of 
music more to the village, you know? 

Barkin: Absolutely. 

Astita: Spread out the ideas, instead of keeping 
them in the academy. 

Barkin: Yes, new music, whatever it is, is 
usually limited to an academic environment. 
Sometimes it goes out somewhere, but I had 
thought that it would be difficult to take it to the 
villages. 

Astita: No, not so difficult. That’s what we are 
now hoping to do more of, bringing our music to 
the villages. D 


(transcribed by Wanda Bryant) 
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INSTRUMENTATION 


Gambang cengkok in slendro manyura 


compiled by Carter Scholz 


Cengkok from T. Slamet Suparno's book as played by: 
Ws = Wignyosusastro 
Wm = Warsomloyo 
Ds = Darsono 
My = Mulyadi 


Cengkok from other sources as played by: 
Wi = Widiyanto [aka Midiyanto] 
PC = Pak Cokro [aka Ki Wasitodipuro, aka Ki 
Wasitodiningrat, aka K.P.H. Notoprojo] 
BB = Ben Brinner 
KS = Ki Sudarto’s book (Yogya) 
Su = Suhardi (Sutton’s thesis) 
Ku = Kumuda cassette KGD-018 (“Pangkur 
Pamijen”) 


All cengkok are for irama wiled / dadi/TIII. 
Downbeats fall on the last note of each grouping. 
Cengkok for pathet sanga are simply transposed 
down one pitch level. Gendhing in pathet nem are 
generally a mixture of manyura and sanga cengkok. 
It is fairly common for sanga or manyura to 
“modulate” briefly one into the other (Gambirsawit, 
for instance, goes briefly from sanga into manyura 
during gatra ending on 3). Rebab, gender, and/or 
vocals are the best guide both to pathet and register 
at any moment; the gambang generally plays parallel 
to them, and may even borrow cengkok (especially 
from gender and gerong, and especially in irama 
wilet). Particular gendhing may have their own 
individual cengkok in places. 

The balungan given for “special cengkok” are 
indicative, not exclusive. For instance, ayu kuning 
may be used for balungan other than 6132 6321. 
For ayu kuning, as for other cengkok, the lagu (as 
expressed by gender, rebab, and pesinden) follows a 
characteristic shape, passing through high 1 to high 
3, then falling to low 1. How this is expressed in the 
balungan is variable. (I have begun to think of the 
balungan as the shadow cast by the lagu, rather 
than the lagu/cengkok being an elaboration of the 
balungan. This viewpoint at least makes Javanese 
statements like “Asmaradana is just like Pangkur” 
more intelligible to me.) 

In most of these transcriptions only one hand is 
shown. Octave playing is assumed. Some hand 
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independence, contrary motion, and syncopation is 
always present, but the variants are too numerous 
to transcribe; they are best learned by listening to 
experienced players. Where such features seem to go 
beyond mere idiomatic variation, they have been 
transcribed in two-handed form. 

Some future elaboration would do well to look 
more closely at the structural patterns within 
cengkok. Widiyanto classifies gambang figures into 
three classes: gantung (“hanging”), seleh 
(“cadential”), and “rambatan’” (transitional). It is 
certainly more useful to think of the common 321y 
cengkok as “gantung 3, seleh 6” (or, even better, as 
tumuran) than as a 32-note phrase. 

The degree and kind of variation possible 
within a constant structural unit is well indicated 
here by the numerous transcribed garapan of puthut 
gelut. Nearly all start with gantung 3, touch 6 at 
their midpoint, rise to high 3, and end on 2, with 
varying degrees of emphasis on these key pitches of 
the lagu. The other panerusan follow the same 
contour. (Gambang cengkok are frequently idiomatic 
derivations from the more numerous and better 
defined cengkok of the gender, rebab, and/or 
pesinden, which is where any comprehensive study 
of cengkok as structural elements should begin.) 

It should be noted that many of the same 8- or 16- 
note modules show up again and again as 
components of longer cengkok, and many trivial 
variations arise in treating what is clearly the same 
module. (Consider these variations on the common 
cadence down to 3 from a high 1 or 6, as at the end of 


module is found, transposed, at the end of dua lolo: 
65616126 35321561.) Widiyanto has said that 
there are only about 30 basic gambang patterns in 3 
basic classes (gantung, rambatan, and seleh — 
hanging, transitional, and cadential), and while a 
refined player will certainly extend this basic 
vocabulary with creative garapan and borrowings 
from gender and. vocals (or even bonang and 
kendang!), it still indicates that the gambang is not 
as central a carrier of lagu as the gender or the 
rebab, though more central than suling or siter. 


Special Cengkok 


Puthut geltttisccecsamasaianccnsemmniicacas 40 
Debyanng debyunng......cesccssscsssseessseersseessneesssees 40 
AYU KUMING cc essscscssesssssssvenssssessensessessenssinessonsee 41 
Ka Cary ani siiscsite st ncscceas iiss eineciiaateaereetates 41 
Rujak-rujakan ....ccsesessssssseessesssseessessseesee 41 
Ora Burtuahissssesscscedsdsthasesssartisasanpatafettreenntircaess 42 
Dudtikan j.34ca eel eee 42 
Dudukan pelog Nem... 42 
Ganggen kanyut (YOgya) ......eessssseceee 42 
Man Beng’. sicsi-csccasscsatceieasecsacientaassaiseigeiesnateshesters 42 
Purtut seme di... eecseecessoteeseecseeneesecetseeesesoeesesees 43 
TU a6 eesti sheen csenastinasicsenaphededicennsuetendeess 43 
Ordinary Cengkok 
FLOM LOW 6 tO B.eeeeesescseestecseecseeserstecneenseeneeeneess 43 
FrOM LOW 6 tO 2ov.eeseeceessecseesseeseestesneenseeneesneess 43 
from 6 to High 1 oon. eeeeceesesseeeessssens 43 
FrOM LOW 6 tO Lovee eecesssecsessseessecstessteneeneeeseens 44 
PLOT: 6 40.65 fosisesssasossshcescassodsevanssacsaacautbaesesnsconseeede 44 
from Low 5 to LOW 2... eeessessseestesneeneeneeeneens 44 
from low 2/3 to LOW 6 uncseeesssesssssesesceteeeseteeeees 44 
FLOM 1 tO LOW 6.0... es eecseesecseecseesseesrecetensceneeness 44 
FLOM 2 tO LOW 6. c.scsssseisecsssicosersessatsaunesssrsisosnscees 44 
from] tO. lis tate ile ea enn 45 
from 2:10.) teeccssstingacinisvanciiedeianeas 45 
frOM! SitO/ Ty sss daeineieacieialineiatstiteas 45 
ET OMA 2 10-22. sos ssasecSatcazsasssagseaessassaciatpegsczsezosheetene 45 
from high 1 t0 2 oes eeescsssssnetessesens 46 
From’ 3: tO 2Qeescscstciseccssesenssvaansdonanttinecsaatsaconcaiest 46 
ATOM 10'S ars ccsiies ase ised) steeseesgasteasadeteatiyeanceens 46 
POMS HO Besssssccsssssfisiseesessoitzsiersecngsaupeeeacsiceentntes 46 
from: 5\t0 Sue ea eee 47 
from 2 10:6 cence ane 47 
from 3 to High 1... eeeecssssssneeessesens 47 


Cengkok gantungan 


PANU De cccccssaacescaccsstsveatudccecaustsaseveccssensbaceecsae’ 47 
PANES 2 cases sescaacadseaessaivactei cds csases Sub caacestaditietevonse 47 
PANU S ve ct decsavenactctencateecieeectdeneds ta dedetessetsasead 48 
PANTING vec ccsssea yee a tetas ld 48 


Beginning patterns and pieces 


Gantung 


Transcriptions 


Patterns and Cengkok ....ecsssesssssessssseessseesssees 48 
Gat a Panes. sceccsceevascesstiestvesetsusecscassstosesncedseeteeseeed 48 
Trama and tem po....sscsssecsssesssesersseesssseessseessnees 49 
Techni Que i ssc2ieeanacdiannsitaneriac anda 49 
PaANtuUn ey Sea seh Ses el ea eS 50 
AMMEN Vie dacteeavincst a asses esaat eer sallit alcatel 50 
PANU 2 os cscessisecictetssinnyescucccastaveithelesine die siccdiaas 50 
S@leh Gis tse sssiiiansanatnaeiiawadeaneaninlas 50 
sé@leh 33s.ciechvenes aie eae aliens 51 
Bell Dastiscc gaseedeasvesreacastentteccsaee mascara estes 51 
SOL SET Ts essasccsasaassoasacctbsuasaspaadaieatoseseddabdasesesedavientsaass 51 
Tumuran (gantung 3 + seleh 6)... 51 
Srepegan pathet nem, irama tanggung........52 
Lancaran Ricik-Ricik, irama lancar.......... 53 
Lancaran Singanebah, slendro nem............ 53 


Ladrang Sri Karongron, slendro sanga....54 
Ladrang Pangkur, slendro manyura.......... 55 
Ladrang Gonjang Ganjing, slendro sanga..56 


Ladrang Pangkur, slendro manyura......... 57 


Balungan 39 


Special Cengkok 


These cengkok are named for vocal melodies. The other panerusan have similar cengkok, so named, which describe 
roughly the same melodic shape. They are usually the length of 2 gatra (or one gatra in minggah irama wiled). 


Puthut gelut 


(characteristic balungan: 33-- 6532 / 


vocal melody: 

61612323 21616123 
61216123 21636123 
33356123 33356123 
21616123 53232161 
61612323 21636123 
61216123 21636123 
33356123 33356123 
61216123 21636123 
61616165 33366561 


65336561 22221616 
21612123 53232161 
61216123 36356123 
61216123 36356123 
12612123 21216123 


12612123 21216123 


Debyang debyung 


vocal melody: - - - - 


56356123 
33356123 
33333333 
21616123 
56356123 
33356123 
33333333 
33356123 
21626121 
33635612 
21616123 
31321653 
31321653 
33356123 
33356123 


-123 -126 -123 -126 


3356 3532 / 3323 6532 / -3-6 -3-2 / -3-2 wiled) 


35216216 
35216666 
33216216 
32312323 
35216216 
35216666 
33216216 
35216216 
21232323 
35216356 
32312323 
35356356 
35356356 
35216356 


33321656 


33332132 
66626123 
21632612 
56656121 
21232312 
66626123 
35612132 
35612123 


33332266 
21632163 


61653216 61612356 
66662163 -5653216 
66661653 21666666 
23526633 65353216 
61653216 61612356 
61653653 65353216 
61262163 65353216 
61262163 33616126 
32126163 56355216 
63653216 61612356 
23526633 65353216 
63653216 61612356 
21326263 65321216 


33112266 63653216 
23526263 65321216 


-123 3336 


nyo tali nyo emping nyo tali nyo emping nyo tali jobangjabing 


(balungan: 2 3253 6532 
61232162 61232162 
61232162 61232162 
61232162 61232162 
22222222 61235356 
61232312 61261232 
-1-1--12 -1-1--12 


/ -3-2 wiled; often after puthut.gelut; Yogya name: Tumpang Sari) 


61216123 
61216123 
61216123 
21653521 
61216123 
-1-1-123 


35216396 
35216356 
35216356 
12133123 
35216356 


- 3565356 


35612356 
35612356 
66612356 
66626123 
35612356 
- 5612356 


35616126 -3653216 
66661653 21666666 


23526633 65353216 


35612132 12653216 
21326163 65353216 


61532312 
61612162 
66612612 
61612612 
61532312 
66612612 
61612612 
32361312 
61632612 
61532612 
61612322 
61532612 
61612612 
61612322 


--6-6-62 


6361232- 


61612612 
61612612 
66612612 
61612612 
61612612 
61612212 


61235312 61235312 
2121212- 2121212. 


61235323 
2121212. 


- 3565356 


- 3565356 


35612356 
61612356 


21326163 65353216 


35612132 63653216 


61612612 
6-6-6-6- 


2321612- 6123212- 
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2321612- 


-3565356 


61612356 


35612132 63653216 


61232612 


Ds 
Ws 
My 
PC 


KS 


KS 


Wi 


Ayu kuning 


vocal melody:.--- 6--2 1-23 3--52..--3 - 26 3--3 53 23 1 
ayu kuning bentrok maya maya 


(balungan: 6132 6321) 


61235356 35612161 61232312 12612612 61232323 


66612356 66621621 61216123 33212612 61212123 


66612356 66663561 26126126 33332352 66612123 


61235356 35612161 61232312 12612612 66332212 


22666666 66356161 21633333 61261212 61232352 


21235356 35612161 61233333 33312612 61233333 


33356356 35612161 61233333 33312612 61216123 


23565656 33662161 12212123 35312612 21616123 


12161235 55121516 66565612 22121231 56165612 


(sanga; imitates gerongan) 


Kacaryan 


vocal melody: 612 36 565 66 126> 5a 
kacaryan ing gung di natur 

(balungan: i 3265 1653) 

61232352 61653532 25235612 23165635 23561656 

61612161 61612612 65653532 23235235 23532356 


11112266 33332612 53216156 53235235 23532356 


61233333 33312612 222123-2 266563-5 22235356 
53262356 53262356 66611332 26656335 22235356 
66611115 55566661 11166221 15523123 11123235 
(sanga; imitates vocal) 


11122116 61133112 22211332 23165235 23565356 


(imitates vocal) 


Rujak-rujakan 


12653653 
35212653 
12661653 
61653653 
61653353 
12653653 
12653653 
12653523 


61532312 


53232356 
53232356 
53232356 
53262356 
53262356 


11121261 


53232356 


vocal melody: 2233 3332 2/321 3332 2223 3 1216 


rujak nanes pantes den wadahi gelas rujak tiwas tiwas nglabuhi wong ora welas 


(balungan: 6 2321 3216 / 16 wiled ) 
35612123 21616123 12653653 33363561 21235356 


35612123 21616123 61262163 65321261 61235356 
66612123 21616123 61653653 35353561 61212123 


66616123 21616123 33126633 33356561 11113333 


61216123 21636123 65616126 63656321 61235323 


35213212 
63653212 
33212612 
33332352 
35616156 


65321265 
35353561 
12663333 
65321265 
61621632 
65321265 
65321265 
65321265 


-1321653 


35216216 


2123261 
21653532 


61233333 
52535216 


21232352 


61216123 
61216123 
- 2532165 
31321653 


36396121 


65656321 
33356561 


3339616 


26561561 
35356356 


62612353 
61653123 
66612123 
12653333 
12653333 
99515612 


61653123 


35216356 
- 3565356 


Ds 
Ws 
My 
Ds 
PC 
KS 
KS 
Wi 


Wi 


Ds 
Ds 
Ws 
My 
KS 


Balungan 41 


Ora Butuh 


vocal melody: 


6565 6535 
ora butah godong kayu butuhe golonging kalbu 


(balungan: -5 -3 manyura wiled only ) 


61612356 61535235 
55561235 55555555 
55561235 55555555 


Dudukan 


vocal melody 


(balungan: 5653 2121 
61235356 53232356 
53232356 53232356 
-3532356 53232356 
61235356 53232356 
23235235 23232356 
-3532356 53232356 
61235356 53232356 
65362356 53262356 
23552355 23532356 


Dudukan pelog nem 
(balungan: 5653 2165) 
61235356 53232356 
53232356 53232356 
63535356 53232356 
55561235 55532356 


-64 


23561612 
22233556 
33663522 
33663522 


23165635 
65565615 
22235235 
22235235 


26 5 3 5 6 123 


2566 --3 


23561656 
53232356 
53232356 
23532356 


53232356 
53232356 
53232356 
53232356 


21232352 


2123261 


2123261 
21653532 


21 2123 22 31 


yo surako surak iyo surak iyo 


5653 2126 manyura only; Yogya name: Surako) 


21232352 


2123261 


2123261 


21232352 


2123261 


2123261 


61233333 
53216666 


21232352 


2123261 


2123261 


2123261 


Ganggen kanyut (Yogya) 


(balungan: 2126 - -6-) 
65616126 35321261 
Manggeng 


(balungan: from 6 to 2 ) 
6621-1-6 2163-123 


32121653 


35353216 


61653523 
61653123 
61653123 
61653523 
61653123 
61653123 
61653523 
12653653 
61216123 


61653523 
61653123 
61653123 
26212653 


35356356 


6-6-6-66 


66216-6- 216-6123 
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35353216 


63612-2- 


65616126 
66665365 
66665615 
61262163 
66665365 
66665615 
61261263 
65616126 
21636123 


66665365 
66665365 
66665615 
53265235 


66612356 


KS 


35321261 
23216121 
22225321 
12653653 
56562161 
22225321 
33653353 
35321261 
21636123 


23216121 
23216216 
23523216 
23525216 


61233333 


32165653 
61616123 
-1321653 
65321265 
61616123 
65321653 
11321653 
21653333 


32165632 


66216932 
66532222 


16216532 


33333333 


61653523 
61653123 
61653123 
66612123 


39396396 
35216666 
33396396 


26256121 
21653561 


39612161 


23235235 


32216666 


Ds 
Ws 
My 
My 


Ds 
Ws 
My 
Ds 
Ws 
My 
BB 
KS 


KS 


Ds 
Ws 
My 
KS 


KS 


Putut semedi 

(balungan: . 3. 2 dadi; often after ayu kuning) 

21616123 -3565356 61612356 61532612 Wi 
Tumuran 6 


(balungan: 3216; to gong) 


Ordinary Cengkok 


These cengkok are used when the lagu does not call for special cengkok. They are all the length of one 
gatra (or half a gatra in minggah irama wilet) . 

from low 6 to 3 

61612356 61532312 61235356 61653523 Ds 

35612356 35612132 61653216 61612123 Ds 

66612356 65323565 53232356 61653653 Wm 


222123-2 235563-5 55532356 12653523 KS 


from low 6 to 2 
61612612 61235356 35216216 61612612 Ds 


35612356 35612132 61653216 61612612 Ds 
61612356 35612123 33126633 12612612 My 
35612356 35616126 -3653216 -1612612 My 


33356123 33216216 -3653216 61612612 ?? 


from 6 to high 1 

61232323 21636123 21653653 36356121 Ds 
21216121 61216123 23216533 35356121 Ds 
22226121 21212123 21616535 65656561 My 
61612612 21636123 32532165 56561561 Wm 
61216123 21636123 6-2-6-2- 6-2-6-2- KS 
21616123 21616123 33226633 65616561 Wi 


Balungan 43 


from low 6 to 1 

61235323 61262165 
35612123 61262163 
61216161 61212353 
21636123 21616123 
66612123 53565323 
66612123 36356123 


from 6 to 6 
61612612 61232312 
53232356 53232356 


61232352 66563561 


from low 5 to low 2 
32126132 16123212 


65321265 
12653653 
61621621 
65616126 
21612165 


12653523 


61232323 
12653653 
11-6-653 


22252356 


33363561 


63656321 
66156321 
33356561 


65321561 


35216216 
35356356 
33-56356 


61532222 


35323532 32123532 
from low 2/3 to low 6 
35612123 12653653 
21232123 21232123 
35356561 6121656- 
from 1 to low 6 
12126123 12612612 
61612612 61232312 
61232323 12653653 
61232612 16561612 
61216123 66612612 


12612123 35616156 


from 2 to low 6 

65616126 35321261 
61232312 61232312 
16561561 65353561 
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22252356 


61232323 
61232323 
36356123 
61261263 
66626123 


31321653 


32165693 


61235356 
56356123 


61532-2- 


35216216 
35216216 
35216356 
-5216356 


35216216 
35216356 
35216216 
-5216356 
35216666 
35356356 


35216356 
- 5216356 
35216216 


My 
wm 


KS 


Ds 


Ds 


from 1 tol 
61235323 
21612353 
21612356 
63696121 


12126123 
61216123 


from 2 tol 
61216123 
61235323 
61232352 
61261263 
61216161 
21616123 
61232352 
61216123 
21636123 


from 3 to 1 
65616126 
61261263 
36356123 
61261263 


from 2 to 2 
61235356 
61235356 
12321212 
21616123 
61235356 


12653653 
21616123 
53216123 
65696123 


21636123 
21636123 


12653653 
21636123 
61653653 
12653523 
61212353 
21616123 
61653653 
21616123 
21636123 


35321265 
12653653 
12653653 
33653353 


35612132 
35216356 
16161612 
21616123 
35216666 


36356123 
65321265 
12653333 
21612121 
65616126 
21653333 


65321265 
65321265 
61621621 
65616126 
61262163 
65321265 
35616156 


363596123 
65321265 
65321265 


65321265 


61653216 
35612356 
32161656 
35321216 
66612356 


35321261 
33363561 


66156321 
33356561 


63656321 
66156321 
65321261 
35653561 


32161561 


35321261 
33363561 


61612612 
61532612 
16161612 
61612612 
61532612 


Balungan 45 


from high 1 to 2 
61232352 61653216 
12126123 12653216 


61232323 21653565 


33332352 66336535 


33332612 63653216 
32126123 35216666 


from 3 to 2 

21616123 12612356 
36356123 23526163 
66665165 32123235 
21612121 32121616 
66665615 32123235 
61232323 21326633 
65616161 65336535 


61216123 21636123 


from 2 to 3 

61235356 53232356 
61235356 35616123 
32121616 16123212 
61216535 65656121 


21636123 23535356 
61235356 53262356 


from 3 to 3 

21616123 21616123 
53232123 21212123 
53232356 53232356 
23552355 23561656 
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61612356 
61235356 
32161616 
56532356 
61612356 
66612356 


35216216 
65321216 
32121616 
16161612 
56532166 
65353216 
53653216 
35353216 


21232352 
12653521 
61235356 
61235356 


2123261 


21232312 


36356123 
53235356 
65165321 
53216666 


61532312 
61532612 
16161612 
61532532 
- 3653212 
61532612 


61612612 
61612612 
16161612 
16161612 
61232612 
61232612 
61261612 
66612612 


61653523 
66616123 
66532123 
35216123 
61232653 
26212653 


12653523 
66532123 
11123123 
61216123 


Ds 
Ds 
My 
My 
My 
KS 


Ds 
Ds 
My 
My 
My 
wm 
wm 


KS 


Ds 
Ds 
My 
My 
wm 


KS 


Ds 
My 
wm 


KS 


from 5 to 3 

23561656 53232356 
23535616 16532356 
32356535 32123235 
23535356 53232356 
22235356 53262356 


from 2 to 6 

61235356 35612123 
61235356 35612612 
61235323 21616123 
61612612 61561561 
23561656 53262356 


from 3 to high 1 

21616123 21616123 
21612353 21616123 
21636123 56356123 


Cengkok gantungan 


21232352 


2123261 
23212121 


2123261 


61232312 


12653653 
61232323 
56356123 
56356123 


66626123 


36356123 
iiiiei2i 


32532165 


61653623 
66552123 
21212353 


21232653 
26212653 


35356356 
35216216 
35216216 
- 5356356 
35216666 


21212i16i 
56561561 


Ds 
Ws 
My 
wm 


KS 


Ds 
2? 
Ds 
My 
KS 


Ds 


My 
wm 


Nearly all gantung patterns may be transposed to any pitch. 


gantung 1 


6531-561 6531-561 
653-3561 653-3561 


5.6.5.5 «5+ 5.5 


KS 
5-6. 525 


23 c DUB 


G6 ina 


Sm es ess oe 


gantung 2 
612323-2 612-1232 
61232312 61261232 Ds/Ws/Wm 
11- 22- 11- 22 11-.22- 11- 22 


32323232 


i6i2i6i2 iei2iei2 
35323532 35323532 


32323232 


Ds (also for 6, high 1, low 2 p.nem) 


KS (also for 2) 


Ds (also for 6, high 1, low 2 p.nem) 


Balungan 47 


gantung 3 


ee a Oe SDA. Be eS 
21616123 21616123 
ie: a ss ace Te a i? 
6535653 21616123 
fing 2G e Ie OS ° dat Be A ee 
61616161 61616161 
gantung 6 


53-6-356 53-6-356 
53232356 53232356 Ws/Ds/Wm/My 


The KS pattern notated as 61216123 is actually: 


6121-123 
61235323 


Wi 


Wi 


Some beginning gambang patterns and pieces 


(These extremely preliminary notes were put together 
Sept. 1992 at the request of Lou Harrison, for use in his 
gamelan class at Cabrillo College. — Carter Scholz) 


This guide is meant to provide a beginner with the 
rudiments of gambang playing. The best way to 
become adept at any instrument, of course, is to 
study with a master. No amount of book learning 
can substitute for this, and this little primer doesn’t 
attempt to do so. However, there are times when a 
master is not available, but one wants the sound & 
texture of the gamelan to be more or less complete 
and correct even if the desired expertise is, of 
necessity, lacking. 

Most of the cengkok and garapan I have learned 
come from lessons with Mas Widiyanto. I am 
grateful to him for sharing his knowledge and many 
insights into karawitan with me. Any errors in 
transcription or interpretation are mine. 


Patterns and cengkok 


Basic gambang patterns are best thought of as 
groups of 8 or 16 notes. Cengkok are longer patterns 
made up of several such units, usually the length of 
one gatra (or two). Ultimately it is best to think of a 
piece in terms of its cengkok, but the beginner should 
learn patterns first. The patterns fall into three 
basic classes: gantung (“hanging”), rambatan 
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in 


(“moving”), and seleh (“cadence”). There are many 
variants and exceptions, but the beginning student 
should learn to play at least basic 8- and 16-note 
gantung and seleh patterns on any pitch as second 
nature. Gambang is the fastest instrument in the 
gamelan, and it’s almost impossible to read a part at 
speed. But it is possible to read and play notations 
like “g.3, s.6” at speed if you know the basic 
patterns and how to put them together. (Better still is 
to memorize the whole piece.) The patterns presented 
here are representative; they are by no means 
exhaustive. 

In the transcriptions, octave playing is assumed, 
except where otherwise noted. Patterns are usually 
notated as a single line, even though they are often 
played with a certain amount of hand independence 
and syncopation. The last note of each pattern is the 
downbeat. 

The student should learn to play the basic 
patterns starting on any pitch. Once patterns are 
learned, they should be linked together into longer 
cengkok; try memorizing a complete piece one 
kenongan at a time. (Ladrang Wilujeng is an 
excellent beginner's piece.) 


Garapan 


You can easily learn a piece by rote from a 
teacher, tape, or transcription, and come to your 
own conclusions about how gambangan works. 


Nonetheless, I offer some general observations for 
whatever they’re worth. 

A player invents his own garapan (treatment) 
for a part. Experienced players with a deep 
knowledge of karawitan will invent more complex 
and interesting parts with more variety of cengkok 
and technique, while a beginner will stick to a fairly 
small stock of predictable phrases. Nonetheless, all 
“correct” garapan for a piece, whether simple or 
complex, share certain features. 

In general, a cengkok is one gatra long (or two). 
The gambang usually plays a seleh pattern to the 
last balungan pitch of the gatra (unless it is a 2- 
gatra cengkok). Gantung patterns are often used at 
the start of a gatra, and where the balungan repeats 
notes. 

Although gambang patterns may be transposed 
freely, they do express pathet. Seleh 6 in manyura 
generally differs from seleh 6 in sanga (though seleh 
6 in manyura is equal to seleh 5 in sanga moved up 
one). The garapan for a given pathet generally 
emphasizes the pitches important to that pathet. 
Thus pathet manyura, where 2, 3, and 6 are 
important, generally involves a lot of gantung 3 and 
6, and seleh 6, 2, and some 3. Pathet sanga generally 
involves much gantung 2 and 5, and seleh 5 and 1 
(and some 2). Pathet nem is a mixture of manyura & 
sanga, with some features of its own. Note how 
Srepegan nem (below) begins with gantung 2 (sanga- 
like), changes to gantung 3 (manyura-like), goes to 
seleh 5 (sanga-like), then seleh 2 (manyura-like), and 
finally tumuran sanga (gantung 2, seleh 5) to gong. 

Seleh patterns to an “enemy” tone (1 and 5 in 
manyura, 6 and 3 in sanga) may be different from 
other seleh. (See seleh 1 examples below.) 

Like bonang, gender, and rebab (and unlike 
balungan instruments), the gambang has a wide 
range and uses this range to indicate whether the 
lagu is high, middle, or low. It’s important that the 
gambang play in the proper register. When in doubt, 
follow the rebab. 

The best way to devise garapan is to learn as 
many different pieces from a master player as 
possible. The same gatra and cengkok come up again 
and again in various contexts and guises. 
Eventually a player can learn to concoct plausible 
garapan at sight from an unknown balungan, if need 
be. But the pitfalls in sight-reading a gending can be 


many. It's best to learn directly from someone who 
knows, at least for traditional gending. 

A transcription of Ladrang Pangkur is attached, 
as garap’ed by four different players. It’s instructive 
to compare their approaches (which can vary 
considerably from gongan to gongan even in the same 
performance!). 


Irama and tempo 


The speed of playing is determined by the 
drumming tempo and the irama. In irama II 
(tanggung), the gambang plays 4 notes per balungan 
tone; in irama III (dados), 8. In irama I (lancar), the 
gambang may simply play the balungan at double 
speed (or not play). Depending on the drumming 
tempo, the gambang will generally play between 4 
and 8 notes per second. During transitions the 
player should shift irama when it is comfortable to 
do so, i.e. when staying in the old irama would feel 
too fast or too slow. 

It is actually easier (for me, anyway) to play in 
irama III than in irama II. The 8-note units fit more 
gracefully into the 32-note gatra phrases, and there 
is more time to think of variations and more space to 
fit them into. I tend to think of irama III as normative, 
and of irama II as a condensation of an irama III 
part. 


Technique 


The most desirable trait in gambang playing is 
“smoothness”. The part should be rhythmically 
regular and melodically flowing. Tabuh (mallets) 
should be held loosely, so that their natural rebound 
after impact aids the player's speed and doesn't 
muffle the timbre. 

The gambang is in no sense a leader of tempo, 
and should defer to the kendang and gender, but the 
gambang player should also be mindful that its 
insistent pulse has a metronomic effect on the other 
musicians, for good or ill. In the absence of kendang, 
gambang can be an effective rhythmic leader. 
Contrariwise a lack of smoothness can be a 
saboteur of ensemble. 

Although the transcriptions are notated as a 
single line, and assume octave playing, good 
gambangan always has a certain amount of hand 
independence and syncopation. For example, see the 
patterns for gantung 3 and seleh 6. The best way to 
learn these details is by listening to good players. 


Balungan 49 


Some basic patterns (manyura) 


Patterns may be transposed down one pitch for sanga 


Gantung, 
Gantung patterns may be transposed to any pitch. 


gantung 3 

notated: 3 21616123 or 3 21633123 
performed (for example): 

Be, Pe Ti a BS ADs Bs. DoT A AS 
3. 921616123 2161641 2 3 


variations: 


TDs BD ee 2 aA Pe = 8s 3 8 
6535653 21616 1 2 3 = (contrary motion) 


A fgets e* a ce Geel oS 
61616161 61616123 


gantung 1 


5655 -5-55 5655 -5- 55 
5 6 Pais aa BG ea 


gantung 2 


11- 22- 11- 22 - 11- 22- 11- 22 
3232323 2 32323232 


Seleh 


seleh 6 
notated: 3 -1321653 35356356 


performed (for example): 


333 -321653 33-356356 
3. 1321653 3 53563 5 6 


35216153 35356356 


3 
3 
3 35616126 35216356 
3 


35616126 35216216 
- 3355335 56635156 
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seleh 3 


6 21232352 61653123 


seleh 2 

3 -1321216 61612612 

6 61612356 61532612 

variation on 61612612: 
66- 6-6. 6 2 
6361232 


seleh 1 

3 -2532165 56561561 (seleh 6 transposed) 
36356156 31321561 

33226633 65611561 


WO W W W 


12636561 65353561 


Tumuran (gantung 3 + seleh 6) 
3 2 1 6 
21616123 21616123 35216153 35356356 


21616123 35212612 -1321653 35356356 


21616123 35616126 31321653 35356356 


35616126 31321653 -3355335 5663515 


Balungan 51 


Transcriptions 


Srepegan pathet nem, irama tanggung 


(garapan Widiyanto) 


vu v 


6 5 6 5 2 3 
55561612 165-2612 66622123 
16565612 


vu vu 


5 3 is) 3 5 2 
21616123 21616123 235-6532 


v vu 


i 6 5 3 6 5 
23561612 16216356 63653216 


vu v 


a0 3 2 3 «5 
26565612 16565612 26216532 


ngelik (lst time only) 


2 1 2 1 3 2 
55561235 56561561 56161612 


v vu 


i 6 5 3 2 3 


11156161 65611561 .56i1656i 


-3212321 


3 2 6 5 3 2 


21232352 63653532 23235235 
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5 3 
21616123 
3. 8 
23235235 
3 


(N) 


61612612 


6 @ 


23235235 


3 2 
16565612 


65-11561 


3 6 


23165555 


vu 


5 6 i 


(O) 


21321653 35356356 


Lancaran Ricik-Ricik, irama lancar 
(balungan nibani; garapan Pak Cokro) 

3 § 6 § 6 § i 6 
65555556 12355555 23561612 23216356 


55561235 555-3535 23561222 23216356 
3 § 6 § 6 § i 6 


66633335 55665535 65612123 3.216-56 
6633333- 55523535 23561222 23216356 

BB OS. Re Be a SE 
66333332 22261212 -3232153 35356356 


66633332 22261211 32266153 35356356 


> a ee ee: ee Sa 
66611112 22233332 -3216153 35356356 


66612212 -12-1212 23216153 35356356 


Lancaran Singanebah, slendro nem 


5 3 5 3 5 3 2. -t 
21616123 21616123 33356561 56561561 = (high or low) 
33226633 65616561 
gantung 3 seleh 1 
2 4 2, 2. 4 3 2 
65353561 65353561 56321216 61612612 
65353561 65353561 66612356 61532612 
gantung 1 seleh 2 
2 2 3. (2 ar <2 5 @ 
16565612 16565612 66612356 61653123 


61231265 35216123 


gantung 2 seleh 3 


1. 356 5 3 1 6 Br gd 1 6 5 3 2. 3 2. 4 
21616123 21616123 21616123 21616123 33356561 23262321 65353561 65353561 
5 3 as «dl 5 3 o, al 5 3 a: 3 5 3; 2 
65353561 65353561 65353561 65353561 21232352 66336535 53653216 61612612 
6 5 3 2 6 5 3. 2 6 5 3 2 5 6 5 @ 


16565612 16565612 16565612 16565612 66612123 66612123 12653521 66666123 


Balungan 53 


Ladrang Sri Karongron, slendro sanga 


(garapan Pak Cokro, transcribed by Ben Brinner) 


irama I 
2 1 2 6 


56121161 55225356 


22221161 


6 1 6 5 
55125612 23165235 
55515612 23165235 

“2 3. «5 
55555235 23523535 


55552355 23523535 


4 2 6 
16215522 -551651- 


16126152 25121516 


2 1 
555-2222 56156161 
2 etc. 


66222222 5 
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a 6 5 
22221161 55561235 
22221161 55561235 

3 2 Qs 
12215522 25261211 
22115522 56561211 

6 1 6 5 
65-16122 231652-5 
22222 23165235 


20.4 6 @ 


22321161 95235235 
slowing to irama II... 
2 1 
22222222 56156161 
2 6 


56123212 16525156 


6 6 


-2165632 23235235 


Ladrang Pangkur, slendro manyura 


irama tanggung 


3 2 3 1 


vu 


3 «5 a 9 
21616123 65353212 


5 3 oo 
61235323 21656261 


irama dados 


3 2 
21616123 21616123 
i 6 
3 5 
21616123 21616123 
5 3 
61216123 36356123 


a) 2 
12612312 
5 3 
61653353 
6 5 
53216616 
3 2 
- 1321653 


3 
36356132 


35612123 
2 
12653523 


irama wiled (ciblon) 


3 
35612356 35612132 
3 

12212123 -3565356 
1 1 
33356123 36356561 
3 2 
23212322 21232122 
12612123 36656123 
3 2 
21212192 21212122 
6 1 
23235536 66216121 
3 

12612123 -3565356 


63653216 


61612356 


65353561 
6 
21633123 
33333333 
5 
212919199 


61612356 


1 6 
66612356 
x 
21612161 
3 2 
61612322 
1 @ 


35356356 


1 
63656321 


v 


2 
61612612 


v 


2 
33216216 


v 


1 
65321561 


2 
61612612 
2 
61532612 
65353561 
3 
21232653 
3 
33221166 
3 
21265356 
2 
35312612 
2 


61532612 


3 
12612323 


33332132 
3 
12612356 


21616123 


21616123 


35612123 
6 
35616126 


61231323 


21616123 


2 1 
35356156 31321653 
3 2 
21616123 12653623 
5 3 
63653216 61612356 
2 1 
31321653: «3355335 
3 
21616123 32532165 
1 
35616156 31321653 
6 1 
21326263 65321216 
2 
36321265 33353561 
5 3 
21326263 65321216 
5 3 
32126263 65321216 
3 2 
21616123 65321265 
1 


35616156 31321653 


a 


6 
35356356 


65321561 


a 


2 
61532612 


a 


6 
5663515 


an 


1 
56561561 


61612612 


1 
16232621 


a 


2 
61612612 
2 
61612612 
1 
26561961 


@ 


35356356 
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Ladrang Gonjang Ganjing, slendro sanga, irama dados 


(garapan Pak Cokro, tr. by Ben Brinner) 


2 
55561222 22261212 
2 
11222222 22252356 
2 
11555551 56123212 
2 
15615612 21261212 


3 


iiiiiiii iiiiieee 
55515611 56123212 
5 
66666666 66653566 
2 
16121231 55225323 
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22232165 


53232165 


53232165 


66666666 


16532222 


35635656 


21655665 


1 
26561211 


v 


5 
23165235 


v 


1 
26961561 


v 


1 
26961561 


66611112 


6 
22252356 


v 


6 
- 3232356 


1 
26961211 


56123212 


22221161 


26115612 


11565612 


6 
16339196 
2 
55225323 
2 
32123212 
6 
5253515 


to ngelik: 


22222222 


66666666 


56123212 


6 
36561561 
5 
56515612 
3 
56i56i61 
6 
16535156 


6635-223 


53232165 


53232165 


66233223 


56123535 


32165632 


22213212 


32165632 


62233223 


a 


5 
35523635 


26561561 


a 


1 
26561211 


C) 


35523635 


56156161 


a 


5 
23235235 


a 


6 
16535156 


5 
23235235 


C) 


35523635 


Ladrang Pangkur, laras slendro pathet manyura 


S=Suhardi (Sutton's thesis, pelog barang), W=Widiyanto, C=Pak Cokro 
K=Kumuda cassette ("Pangkur Pamijen" sanga) 


irama tanggung 

3 2 3 1 

66332212 66336561 
1 6 3 2 
3 5 3 2 

21616123 65353212 
a ne’ rr 

61235323 21656261 


irama dados 
3 2 
21622123 35355212 
21622123 61261212 
1 6 
61612323 56616216 
66626123 33333333 
35612123 35356123 
35612123 35356126 
3 5 
21622123 35216216 
21622123 35216216 
11126123 32312323 
12212123 -3565356 
5 3 
66622121 21235323 
66622123 61232653 
66626123 32312323 


21616123 21616123 


3 2 
11332212 
5 3 
61653353 
6 5 
53216616 
3 2 
11355335 


3 
66622123 
61235323 
61233333 
65353216 


3 
61611661 
61611661 
65353216 
61612356 

2 
56311163 
56311163 
61621621 
12653333 


irama wiled (ciblon) 


3 


33363561 21232352 


35612356 35612132 


56355216 
63653216 


66331216 
63653216 


i 6 
66612356 
@ 
21612161 
3 2 
61612322 
1 @ 


56635156 


1 
31656561 
21656261 

2 
66612612 
61612612 


31261212 

2 
12212612 
12212612 
61612612 
61532612 


1 
31656561 


63656321 
36356561 


61632612 
61612612 


63612322 
61612612 


3 
21626123 
11333333 
66622121 
61232352 
21616123 
21616123 

6 
21235323 
21235323 
53232161 
21616123 

3 
21626123 
21626123 


12612123 


56622123 
21622123 
6i2ic6iei 
21616123 


2 
35355212 
61261212 

3 
66632653 
61653353 
12653323 
12653123 

5 
56316216 
35616216 
13565356 
21616123 

2 
35353212 
35353212 


35616156 


3 
33232163 
21662123 


61235323 
21616123 


1 
23216153 
53216666 

2 
56321265 
21662165 
65321266 
32532165 

3 
61612356 
63355226 
21233333 
31321216 

1 
23216153 
23216153 


31321653 


56311163 
32532165 
61621621 
32532165 


a 


6 
35356356 S 


66612356 C 


1 
33366561 


26561961 

2 
56532612 
61612612 
61261212 
61612612 


@ 


35356356 


Le) 
Le) 
oO 
1 
ron) 
1 
ron) 
bb 
= aan 


Zzan n 


z2aaoan n 


31693561 
26561561 
63656321 


263961561 


Zzan n 


Balungan 57 


61622123 
12612123 
11116123 
12212123 

1 
33366561 


cs 
35612356 
33356123 

3 
21261212 
22235612 
23212322 
61235612 


61616165 
69336561 


21612123 
12612123 


3 
21266212 
22123212 
22229229 
61235612 
21212122 
61235612 
6 
66612356 
23212356 
22666666 
23565656 
23235536 


61235356 
61622123 


21616123 
12612123 


3 
35216216 
35216356 
- 3565356 


11123561 
12123561 
356iiiii 
6531i56i 
36356561 

2 
21261212 
23212332 
61261212 
21932192 
21261212 
22266561 
22221616 
53232161 


36656123 


2 
21232326 
21232352 
61235356 
26232122 
21212122 
26232122 
if 

66566561 
62635631 
66356161 
33662i6i 
66216121 


35612i6i 

3 
35216216 
- 3565356 
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61611661 
61612356 
21626123 
61612356 
61612123 
65616561 
56i56i61 
16132621 
65353561 

6 


66612123 
61232352 


21633123 
26232621 


ree an 
33635612 
21616123 


33333333 


5 
63232321 
23126123 
21653521 
26232165 
21212122 
26232653 
3 

11616123 
Seales 


12612123 


61611661 
21632123 
61612356 


2 
12212612 
61532612 
63612322 
61532612 


31656561 
16232621 
-535356i 
65336561 
65353561 

3 
35216123 
33332653 
61653123 
21232653 
65332123 

3 
21232323 
35216356 
32312323 
33221166 
21616123 

3 
63565356 


12123123 
32165356 


21662123 
2 

33612612 
33232532 
ore at 


35312612 

2 
12212612 
61612322 
61532612 


61116655 
21622123 
61235356 
21616123 
61222123 
65356123 
ebesba7 


12612123 


66622163 
21662123 
66626123 
35616126 


6 
56656121 
21232312 
66626123 
35612123 
21616123 

6 
61622123 
61612356 
66626123 
61612356 


35616126 
5 

66622123 
61216123 
61232352 
21616123 
61231323 
21616123 
21616123 
23235612 


61235356 
21616123 


1 
16321321 
35616126 
35321561 
35616156 

6 
35216216 


33333333 
12612612 
21326263 

2 
33232163 
- 1216123 
61653353 
36321265 


5 
32126163 
63653216 
23526633 
21326263 
21532166 

5 
56616216 
21326356 
23526633 


35612132 
32126263 


33232163 


61653353 
12653523 
21616123 
21616123 
12653512 

1 
23216216 
35321561 
35616156 


12122653 
32126123 
32121653 
31321653 

1 
6i6iisei 
63653216 
65353216 


13123126 
65321216 


56321265 
33662165 
21662165 
33353561 


56355216 
61612356 
65353216 
65321216 
63653216 

3 
53355216 
63653216 
65353216 
63653216 


65321216 
2 
56321265 


61621632 
65321265 
65321265 
12653521 
65321266 


61611661 
11355335 


31321653 


a 


6 
39396396 


35216356 
35356356 


12212612 
61612612 
61612612 
61612612 
61612612 

1 
33366561 
55656321 
33363561 


16232621 

2 
61632612 
61532612 
61612322 
61612612 
61612612 

2 
61612612 
61612612 
61612322 
61612612 


61612612 


1 
33363561 


26561961 
66336561 


12212612 
56635656 


=f 20QR = 2a RnR = 2a R DW = 2a RnR ZBann 


2a 24220R8 0 


SCORE 


Tetabeuhan-Sungut (Onomatopoeia) for unaccompanied voices 


by Slamet Abdul Sjukur 


Performance notes and pronunciation guide 


1. The vertical lines indicate the beats of J+ 60. : 
There are units of 8 beats separated by horizontal lines and 
numbered 1 — 54, 
© at the end of the piece means unlimited duration. 

A et the 12th line means a rest. 


2. ‘The pitch is not fixed and represented either graphically (from 
the very beginning) or by cipher 1-2-3-5-6 (lines 8 and 31) which 
simply means Do-Re-Ni-Sol-La, that is the 5 degrees seleoted from 
any major scale. Graphic notation does not necessarily means glis- 
sando; there are only 3 glissdndi in the piece, in Line-23: DU_’ NG, 
line 37: €-/ and line 48: 9 oN }. 


3+ Vowalizing the sound of some gamelan instruments, namely kendang, 
kemenak, saron’and gong or bedug: 
* BD for short of BEM (Bin Bad; # in mothEr; M in caly), 


peo " DUNG (Din Day; U in f0l1;NG:in loNG), 
pL" 0 " DLUT (DL; U in £Ull;7 in eat), 

Geo " GET (G in Go; E in mothEr; N in malt), 
ston " JER (J in Jam;B in mothEr; R.in Rhythm) 
re t " TAK (fin Teach; A.in fAther; K in +a1ic) 3 


E in mothEr; N in mau), 
E in mothEr; NG in loNG), 
é in ky, 
& in LEt, 
o in Open, 
Jin broza, 


Ke (K in Eick;E in mothEr), 
K(=KNN; N in man), 

Ey ¢ 

EN 4 


* tines 8-12 and 31-37: 
é, @, © should’ be pronounced Ne, Na, No. 
* lines 43-48: 


i for short of Ni-nge; 3 for short of Wi-nge. 


4. Sama = similar, 
Semua= tutti, all together, 
Kelompok=divisi, divided. 
Sole. 
Wanitas female, 
Pria= mate. : 
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teerus.a / Teatt, 


m 8 ; 
a a) & 
—y J] 1} yh 
” ba 
m vw 


oe te gn oes ne 
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Solo Wats T [Female x 
"Std ste vasatoas [i 


acceler an~do 


Sols: Face uc lM ake Or ii aT 
pes 


rd 


¢ YY. . 
Dd. D | “D> D Dd Dos i L-D D 


Balungan 67 


tr ee ry is 


@ 


oF I 
| - 
| 
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ahr 


| 
j 
| 
Sols triaL] ra 
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a 
a 
Ay 
Rn 
0 
8 
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SCORE 


a little piece for pianoforte 
by Michael Asmara | | ee | 


Largo/very slow 7 ae Michael Asmara es 
. . om - . (4956-) 


eT CT 
2 fo, a bE A — 
eT ea een 6 ee 


Notes: . Sfp | PPP 
You may to make your own 
_ version of actifities for the 
emtpy bars. ; 
+ Pluck the indicated string. . = 
A Short-hold. ae? © 2000. Yogyakarta 
> Short pause, : 
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SCORE 
Rag for Deena 


A Rag for Deena PELOG 
by Barbara Benary (1982) 


In fall of 1982 Dancer Deena Burton asked me if the 
gamelan could play Scot Joplin. First I said “No.* 
Then on-the train home, this happened. 


Notation is ‘western’ since ragtime is western. That 
is, downbeats, not endbeats. 'x' means damping the 
previous note at that point. The circled numbers below 
the other parts are for keygongs or kempuls. For 5 
Players, although the saron and demung parts can be 
doubled with the ‘chord't notes slit between the two 
players. Suggested form: AABAAB 


(buka) 
peking — :333x 21... X22. we ee, a as a 
saron Sted. eins F768. 4531 545. 3x.. 3... 
demurngy “aie nS. sed Sawer Saws ieee: Fe6s SxXi« Boe 
slentem Saletan: =aealdden cos oeseak bars ere Sis: Bue Si weed ho eke 
(A) 
S59. Aswy Sao 3.5. 5x8. 726s 22. 
§745 7171 .753 7112 235s) Zeiss. 3726 
5 7 5 7 #777 
~-3X ..5x ..3xX 2.5x ..3xK 22x2 ...- 
2.x. 3.x. 2.x. 3.x. 5.x. 7.6. 1.2. 
1 Oy ag ay ae Be 5.5. .... .12. 3276 
1212 .i63 1212 .17x 2457 12.. 77x7 2... 
6 7 6 a 6 7 
oe 2X 2 - 2K «2.2K 2. 2X oe2K 06-2% 7.5. 3.4. 
Xe7e 6.X. 5.x. 62%. | Sox. 4.x. 5.3. 1.2. 
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weeee 


1 aes 


x134 


1x.. 


aeee 


eeee 


5743 


eevee 


1X05 


-134 


e@eee 


er een 


5743 


eeese 


Saas 
7171 


7 
« 5X 


eeee 


aX6% 


«134 


~.3x 


5.%. 


eevee 


6563 


6.3. 


56x6 
6 6 
51x1 


6.5. 


eene 


e@nee 


eevee 


aenease 


21... xX... 
wees 777K 
3 7 
6 eX 2S 3X 


4.x. 5.x. 


eoee eee 0 eeeoe 


~5x. 5x5x .5x. 


3523 5656 .51. 


2.X- 1.X. 2.x. 


7 
Yar 
7 
Y Pare 
Gaee 


y See 


ed wane 


~32L. 32x2 
-34. 65x5 


4.2. 45x5 


-123 45x5 
123 45x5 
6 7 
we LX: 66 DX 


4.x. 3.x. 


een eeee 
eeee envese 


eevee eeooe 


Severe a tOx 


one ew 


65.. 
7 
--5xX 


1.x. 


-317 


of Xs 
7 
~ -5X 


2.X.- 


eone 
ere 


5x4x $ 
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SCORE 


Gending Moon 


by Lou Harrison 


GENDING Moonl 
(BuKas E56 3553 321g1@) 


Al ¢tse sel sear 21eH7€ 2 


Se IG i ak. 
pp ise fof e5.f -ise oo si 


i652 0365 2212 661 I 


B BBE 
i ¢ To ey oe cid 
Cl-312 «++1 3236 5h15 agin ALTO 
) $B 
Won Pon TP TN TPT AN 
DI 563 2356 5763 524.2 
Gi 
TWN TPIN TPE TN rere | 
2553 356 1165 56) 
wre tet tbr 
woe BIAD: 3 5 
ee as 
TY Tr TH +P DPT # 
S66" 566" S555 S261 | 
El + GI Coe Glee GDF shee 
(slowey) | 


5 EEE 
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‘gjqoinsveul sBury} [jo YJIM op oF soy OYM (pjLoM LaYfO FS11J) 


‘aqTym Jo 200} ysIm uous hyjoy aut L euy sn sy6noj soy oyM UooU 24} st H 


— sth gyp 94) 
a a Te en 
E99 FIG ThLHlg99ds THe 
| C L646 £6 “exe 


Gay fe toh on mee MON aun Oy rn op 
eet DE Be) Na Oe ae pe co 
9,6 @ € bie e+ © @ 4 ¢ 


Noow ONIGNSY / bNOUI) 
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GENDING Moo, BONANGAN 
T Ff NT PT G 
| Oliglse shel séob atGiTg L388 545% OY 


EF 25, 203 yas vee 


TES 561 124 533 


ee = ES Oe 


Se ee en 
DH, 8 
5 


ee 
G53 2165 6122 90236 Sab aaa gt 12152 


D, CiGIGIG! 
GIi¢! ele, 


3 I 
- , ‘ 4, 2 2. 2 
333-333 1] 2991222222999 + 8 
cat 1H) +592 


—— ooo, ees os ees eT gta aes 
a ae 
z T 
a on 
5 a6. 25 kw 
3 £ a 4 a 4 
¢ 22%. , a3% *666 (555 +122 (22,8 aoe. 225 
7 eee ne al 


a aaa 
4, 4 Gok. g 1 1)\ om 
2a TIT « 295 a eS ae 1083 


| end 
[rn eae | el ne eet aa | 
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1G{ 


DD Bowamgn | 
‘ Ns, sage aS 
“$63 235CEG C63F 239°. 


I e 6 3 2344 a 4 = 
| 5b GE Rae eel fl OF96F 2.653 3 


eee 65 ego 


3 
G ‘ 
BS 6 6299 OFC INT 1G 5 SS EE aS 


Sect oS 
Ee 
a 


3552165429 26+ 322 a: Z 


et eee 2 3 
‘ of ‘S ‘ 2, —~ 
566° *°SG 65'3'5 BL Bie 

cae es ee 


lot-tmete Cede- 


"C* Chama) Peking’ 
T ms 
} e542 + @ «© | 3235 6 
52531212 92121291 53125356 


5965 eer ei. 
55321295 62326134 16213261 


PLAY ThIS SECTION SOLO STYLE; PLAY YOGYA STYLE FOR TNE REST, 
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Notes and alternative notation for Gending Moon 


by Jody Diamond 


Punctuation and rhythm 


The full circle indicates gong ageng; the circle 
broken on the sides shows gong suwukan. Ketuk, 
kempul and kenong are indicated by T, P, and N, 
respectively. Arabic numerals after a P indicate 
kempul pitch; Roman numerals after a gong indicates 
gong pitch. Other letters used are: G for gentorak, or 
bell tree, shaken on that beat; B for a stroke on 
the bedug (or other very deep drum); and W for wela, a 
beat on which the kempul does not play. 

The lines showing rhythmic sharing of beats are 
under the pitches rather than above. 


Section B Irama 1 (unison) 


Bonang parts 


In section A, the phrase “full double style mipil” 
may mean repeated pairs with no rests in either part. 
This is reminiscent of a demung imbal style that 
Harrison favored in many other pieces. 

Bonang barung and bonang panerus play in 
unison in sections B, C, and D. I have given an 
alternative notation for these sections, using the font 
KepatihanPro. 6 This symbol over a number means 
play two of this pitch. ie. gembyang. (This font and its 
keycaps document are available free at 
http:/ /www.gamelan.org /library.) 


6 5 + 5 - 1 5 6 


565 5 5 56 15 61 6 
EBS ee & 
a ee o 


1 6) change to irama II at sign 


1 6 5 


656-2165 61-1-1-- 


5 1 1 6 5 2 


balungan - 1 5 6 i 

bonang 1 15 65 6 6 6 61 16 

balungan 5 1 1 6 5 2 

bonang 2 1 5615 61 65 23 2 

ait 

balungan 2 2 1 2 6 6 

bonang -5 61 12 21 61 65 32 5 

Grnohight) «75 61 12 A i os 32 
Section B Irama II (unison) 

balungan ; i 5 6 

bonang «555+ +1i+ 565-6656 1-1-i-+-1-1-i-- 

balungan : d. 5 6 

bonang -1+1-d- 
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565°6656 -6:6°6'6 561:561: 1235 3356 


“532 1656 


balungan 2: 2 6 5 m2 1) *2 6 6 1 § 


bonang «+ 323323 656-5365 223-23-- 121-3212 161-1616 151-3235 


alternate (jd) -32°3323 656°5365 enter irama II at sign 


Section C Irama II (unison) 


balungan : 3 1 2 : : : 1 3 2 3 6 


bonang 111-333-+111-222- 222-222-222-111- 333-222-333-666- 
[555°] from B first time 


balungn = =85 2 + 5 2 2 1 2 6 1 2 @ 


bonang —«4555+222+222-+555- 222-222-111-222- 666-111-222-111- 


Section D Irama II (unison) 


balungan =~ 563 23 56 55 63 52 2+ 
bonang «55 +66 «2323 5616 5555 +653 6532 6532 
balungn 2552 23 56 ii 65 -i 5@ 
bonang 55 +66 2323 5656 1i1li -i65 -5-5 i656 
balungan 3 © 5 3 2 22 3 5 

bonang 5323 2165 3232 ++32 35-5 


balungn 56 6+* 56 6+ 35 53 52 6{) 


bonang «45°56 -6++ 5°56 +65 3-5+ 5533 5256 1i-i 
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SCORE 


Waton by Komang Astita 


by Elaine Barkin 


Waton was the work which really engaged 
Komang’s versatility and creativity during his 
residency at UCLA. Waton — from the Balinese word 
watu, meaning stone — refers to “the foundation of a 
structure.” The work owes its very being and 
originality to Komang’s talent in architecture, which 
he studied at KOKAR, and to the unusual choice of 
instruments. He used Javanese gender , gongs, and 
pelog saron; Balinese gangsa, kajar, calung, ceng- 
ceng, and kendang; plus Chinese temple bowls, 
various sizes of rain sticks, Aboriginal clapsticks, 
guiro, Tibetan bells and bowls, and colored plastic 
whirlies (which I’d bought over the years in toy stores 
and Chinatown, and cut to different lengths to 
produce a wide range of tones and partials). 

For Waton, Komang made a graphic score — a 
first for him — which underwent numerous changes 
before it became the score we used in performance. 
The first version would have taken 25-30 minutes to 
perform; our final concert version was 18 minutes. 

Komang acknowledged a tripartite form, fluid in 
its actual sound and execution. Here are his program 
notes. “Pure geometric shapes — triangle, square, 
circle, etc. — were the inspiration for this work and 
also served as the source of the sound configurations. 
The shape of the piece kept changing during 
rehearsals and will probably change again at another 
performance. 

Much of the composing and choice of tones and 
tunes was done on the spot, participants joined in 
with suggestions, instrumental combinations were 
explored. Difficult passages — and there were several 
— needed lots of work. Order and duration of sound- 
events were often unpredictable at rehearsals’ 
ultimately we really needed to memorize the order of 
events, since content was easier to recall once we 
knew where we were. The mid-way turnaround was 
marked by a gender-kendang duo played by Komang 
and Nyoman Wenten, giving us an authentic taste of 
exuberant virtuosity. 


Waton’s sound is shimmering and clacky, at times 
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strongly “pulsed” beleganjur style, syncopated or 
interlocked; meditatively freer at both the opening 
and the close. Lingering timbres shift and resonate 
throughout Waton’s essentially palindromic design 
(yet the durations differ). Downbeat and “end gong” 
feelings and senses inhabit the work, albeit one at a 
time. 

As Waton opens, a listener might feel a bit 
uncertain as temple bowls, Tibetan bells, kempul, 
clapsticks, guiro, and whirlies softly and dreamily 
bounce and click off one another. After a few minutes, 
high gangsas join in, rippling and glissing; a slow, 
unhurried yet filled in jam karet [lit. “rubber hour” in 
Indonesian, refers to a relaxed attitude toward time] 
sound. After several more moments, an underlying, at 
first in audible sense of order subtly and gently 
begins to make its presence known as sarons enter in, 
sotto voce but there. And, soon thereafter, as bowls and 
whirlies recede, the underlying (foundational: waton) 
beat gradually makes itself more evident with the 
entrance of a pokok, or trunk melody on the calung, 
followed with a high, slow gangsa kotekan and a 
lotano-like rumbling of kendang. Erratically struck 
bowls re-enter, the entire multilayered ensemble 
gushes for a moment, and just as suddenly dissolves, 
fades out. 

This description is of just the triangles and five 
shaded circles at the beginning of the score; it took us 
four minutes and 40 seconds to play that opening 
stretch. The very next passages — large circle, 
cityscape, and squeezed hanging triangles — are fast, 
loud, and regularly patterned on the saron and gong, 
syncopated on the ceng-ceng, with kendang and kajar 
as strong presences. 

At every moment, Waton’s continual ebb and flow, 
lows and peaks, unboundedness and regularity, 
patterns and unpredictability, its rwa bhinneda and 
Ivesian simultaneity, its ramai-ness and occasional 
solitariness, were stunningly cultured and textured. 
Musik campur [lit. mixed music], bits and piece, from 


here and there, of now. 
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Left to right: Komang Astita, Sue Carole DeVale, Ken Fowler and Loren Nerell with whirlies and 
rainstick, Linda Burman-Hall at the gangsa. Other ensemble members were Patrick Bagacina, 
Elaine Barkin, Richard Meyer, Nicole O'Bryan, Jane Peckham, Michael Toyoshima, and I Nyoman 
Wenten. Photo by Elaine Barkin. 


Komang had brought from Bali a plastic bag of 
holy water which he and Wenten sprinkled during 
the pre-concert blessing of the gong. We supplied 
fruit and rice. Komang told me that he had spent 
much time praying, meditation, and asking for taksu 
[inner spiritual power through connection with the 
gods] the night before. There is no doubt that his 
prayers were answered. D 


82 Volume 9-10, 2004 


SCORE 


Trimbat by Ida Bagus Made Widnyana 


by Andrew McGraw 


What draws each of us to music — the allure of 
music — may partly be that it can be studied and 
experienced both as a complex manifestation of 
essentially simpler underlying structures: dyads, 
contours etc., and as a simplification of more 
complex phenomena. When describing for a 
Balinese musician/ priest the kinds of musical 
analysis done in the Western academy — that 
often our analysis aims to reduce so-called 
“surface information” in order to reveal 
fundamental structures — the Balinese reacted as 
you might guess a Hindu priest would, recalling 
an episode of the Hindu Mahabharata epic: 

When presented at the court of his enemies, Krisna’s 
identity was questioned. “Why should we believe,” the 
king asked, “that you are the famous Krisna or indeed 
that Krisna is an avatar of Visnu?” Krisna then 
replied: “So be it, I will then reveal to you my true 
form.” Those at the court then knew Krisna to be as he 
claimed. He was all time and space, all forms ever 
manifested, every feeling and thought that has ever 
been and that ever will be expressed. Experiencing this 
for only a split-second those at the court began to go 
mad. Visnu in its ultimate form, that is brahman (not 
to be confused with Brahma or brahmana), is not in 
the universe, the universe is within it. Therefore its 
true form is not intelligible to humans. It can only be 
expressed or manifested through more simple 
phenomena, like Krisna. Likewise music can 
sometimes be thought of as a simplification for human 
reception of the much more complicated sounds, 
noises, and vibrations that we hear and experience in 
our lives. Only the gods can hear all of these 
vibrations as music. (personal communication, 
Gusti Sudarta, January, 2005). 

Keeping this story in mind, I wish to discuss 
Ida Bagus Made Widnyana’s Trimbat, created for 
his final recital at STSI Denpasar. This was one of 
the most innovative and rigorously constructed 
and rehearsed pieces of musik kontemporer 1 
encountered during my research in Indonesia. 
Widnyana succeeded in creating an extremely 


complex and idiosyncratic composition while 


rooting the entire work squarely in Balinese 
tradition and traditional repertoires. 

“Trimbat” is a conflation of the Balinese tri 
(three) and embat (tuning, or range). Widnyana 
combined gamelan instruments from three 
ensembles, each a five-tone selisir pélog gamelan 
tuned to different ranges and with a unique 
intervallic structure. The lowest set was a gong 
gede ensemble from the village of Tulikup in 
Eastern Gianyar, the middle set from the gong 
kebyar at Pengosekan and the highest set of 
instruments from a pelegongan ensemble in Ubud. 
Widnyana used only the jegogan and calung pairs 
from each gamelan,plus three gongs, for a total of 
15 instruments and 13 players. The distance 
between the lowest jegogan and the highest was 
roughly a minor third; Widnyana was able to 
produce 11 pitches per octave through a 
combination of the instruments. 

The following shows roughly where each 
“pitch” (set-pair) lies in relation to the equal 
tempered scale. This is also the pitch scheme I 
use in my notations of Trimbat. 


Saih Cenik: Highest Gamelan, Pelegongan Ubud. 
Key # Syllable Transcription Pitch 


1 Ding D# 
2 Dong E 
3 Deng F# 
4 Dung A# 
5 Dang B 


Saih Madya: Middle Gamelan, Gong Kebyar Pengosekan. 


Key # Syllable Transcription Pitch 


1 Ding D 

2 Dong E-Flat 
3 Deng F 

4 Dung A 

5 Dang B-Flat 


Saih Gede: Lowest Gamelan, Gong Gede Tulikup. 
Key # Syllable Transcription Pitch 


1 Ding B 

2 Dong C# 

3 Deng E-Flat 
4 Dung F# 

5 Dang G 
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(Actually, considering that the instruments were 
paired and that jegogan pairs often sound as far 
as a 1/4 (equally tempered) step or more apart, 
Widnyana had access to 22 pitches per octave. He 
chose to maintain, however, the traditional 
Balinese practice of always playing paired 
pitches together as one, rather than melodically 
exploring these even smaller intervallic units.) 

Balinese gamelan ensembles have not 
historically been tuned to any standard, although 
today I Wayan Beratha’s conception of pélog saih 
lima is hegemonic through his influence at STSI 
and SMKI. Saih generally refers to the range of a 
gamelan and also, sometimes, its unique 
intervallic arrangement. 

According to Widnyana, the inspiration for 
this highly complex orchestral arrangement 
springs from traditional Balinese ceremonial 
practices. For certain very large ceremonies, such 
as the preparatory ceremonies preceding a 
priest’s cremation, a number of traditional music, 
dance, and theater groups are brought together, 
sometimes within a single tightly packed house 
compound, to perform simultaneously but 
independently. This is known as a karya gede, or 
the “great work.” I have performed in karya gede 
in which two differently tuned gong kebyar 
ensembles, two differently tuned gender wayang 
ensembles, a slonding, a beleganjur, an angklung, 
and traditional singing were all performed 
simultaneously within a very small family 
compound. Acoustically, the result is nearly 
overwhelming. In order to perform as a single 
unit during a karya gede players sometimes are 
forced to rely on visual alignment as hearing 
one’s musical neighbor is next to impossible. For 
me the result was a veritable kaleidoscope of 
tunings, timbres, and tempos, combining in 
interesting and unusual ways as I adjusted my 
aural perception. When I asked my older teachers 
how they heard such ceremonies they without 
fail suggested that they continued to hear each 
gamelan as a separate unit, not mixing in the least. 

For Widnyana, however, this combination of 
tunings in the karya gede was the inspiration for 
his orchestration of Trimbat. The karya gede is 
music for the gods as only they can hear it as 
such. In Trimbat Widnyana simplified for human 
reception the overwhelming overfullness of the 
karya gede. 
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Excerpts 


Widnyana opens the work by slowly 
introducing each of the tones on his three sets of 
gamelan. The opening ascending line introduces 
each of the saih cenik tones, followed by slow 
melodies on the saih madya and saih gede 
instruments. In this way the listener is allowed to 
slowly become acquainted with the very complex 
tuning, intervallic and acoustic beating 
relationships between each of the tones and 
gamelan sets. The melodic contours of these lines 
aligns the saih madya and saih gede ensembles 
together playing, respectively, the same sequence 
of keys. This arrangement is followed in the 
faster moving lines at 1:10. The saih madya and 
saih gede instruments play the same line, from the 
perspective of contour and key placement (while 
not the same pitches). Incidentally, these two 
bottom lines are the same as the saih cenik 
melody, here starting on the fourth tone (deng). 
After slowly sounding each of the tones 
Widnyana finally presents the inevitable 
combination of all tones [1:26], as the ascending 
ding-dong-deng-dung-dang of each of the 
differently tuned gamelan are brought together. 
The result is a thick and gauzy dissonance unlike 
any texture found in any traditional Balinese 
musical setting, excepting the karya gede. 

Looking strictly at the score and imagining a 
quantisization of pitches into equal temperament, 
we see a very dissonant and complicated series of 
harmonies at 1:26, a series of tri-chords in parallel 
motion — a root below both major and minor 
thirds. However, with the paired tunings and 
slightly “out-of- tune” (F# and D#) enharmonic 
tones, the aural reality is much more complicated 
and dissonant. 

At 1:38 Widnyana sequences two-note pairs 
through each of the three sets of calung 
instruments. The complexity in Trimbat often 
resides at points in which Widnyana breaks his 
own rules of form and logic that he establishes 
within the work, as in the single rhythmic 
exception within this section when the fifth 
sixteenth note overlaps the previous motif. The 
result gives the selection an unbalanced rhythmic 
feel and sweeps from under the listener’s feet 
moments of otherwise rhythmic or melodic 
comfort and predictability. The selection gives a 
sense of continuous rise through the pitch 
spectrum of the gamelan, sounding like an infinite 


tone loop, or sounding in the way a barber's pole 
looks to be rising continuously to the sky. 

At 2:01 Widnyana presents melodies which 
resemble traditional Balinese forms; in even 4-bar 
phrases in saut-menyaut, question-answer, forms. 
Following this Widnyana explores the pitch 
relationship between pitches that are represented 
in the score as being the same (primarily F# and 
D#). That is, dung saih gede with deng saih cenik 
(f#) and ding saih gede with dang saih cenik (B-b, in 
lower and higher octaves). 

During the process of composing Trimbat, 
Widnyana explored the relationship of his 
gamelan tunings and the tempered keyboard, 
attempting to find similarities and differences. 
The section at 2:38 represents an aesthetic 
challenge to the tempered tuning system; 
Widnyana actively explores exactly that which is 
beyond Western notation’s capacity to capture 
and represent. The listener is left to relish the 
complexity of the tuning relationships and 
beating differences. 

Widnyana then explores the capacity of one 
gamelan tuning to shade that of another. The 
listener encounters only the high and sweet saih 
cenik tuning for several seconds until 2:58 when 
the melody veers into the saih gede instruments at 
which point a sense of five-tone 296 selisir is lost. 
The selisir of the saih gede is interpreted, by way 
of a kind of backwards attention vector, in terms 
of the saih cenik tuning to sound, according to 
Widnyana, like a “pélog miring” (“out-of-tune” 
pélog) tuning. 

Following this at 3:12 saih gede and saih madya 
tunings are used in combination to create a mode 
impossible on seven-tone pélog ensembles. Here 
saih madya pitches dong-deng-dung-dang (C#-E 
flat-f#-G) are combined with the saih madya deng 
(F) to create a new five tone mode, more 
chromatic than possible in pélog. 

Eventually the sense of five-tone pélog selisir is 
re-established on the saih madya instruments at 
3:24. 

At 3:43 the previous saih cenik melody first 
presented at 2:10 is played along with the 
following saih gede and saih madya lines. The 
combination results in complex harmonic lines, 
often in three part harmony. While a standard 
Western harmonic analysis is not possible on this 
selection, it is notable the extent to which 
Widnyana explores, like his Cudamani colleague 


Suparta (who performed for Widnyana’s work), 
non-standard two and three part harmonies. The 
b major triad dominates the tonality of this 
section, and to this Western listener sometimes 
functions as a tonic center. B is the lowest pitch of 
the three ensembles, being key one-ding on the 
saih gede instruments. D and f natural are present 
in the higher tunings, b diminished and minor 
triads are also present. The seventh bar of the 
selection is especially dense harmonically: d# 
minor, f# minor 7, b minor followed by a b-aa# 
cluster. The sense of harmonic motion to a center 
is strengthened by the final chord, a b major 
chord in second inversion. 

Like Suparta, Widnyana has not formally 
studied Western harmonic principles and was 
not thinking in these analytical terms when 
creating this selection. No strict harmonic 
principles were employed, as can be seen from 
the fact that each of the previous solo lines are 
repeated literally when in combination, creating 
at moments comparatively thin two-note 297 
minor second harmonies. Clearly, Widnyana was 
approaching this selection from the perspective 
of density and texture rather than (Western) 
harmony. (It was almost impossible, however, for 
me and the several other Western musicians who 
occasionally watched Widnyana’s rehearsals at 
Cudamani not to hear this selection in Western 
harmonic terms. Clearly, our ears quantized the 
pitch information into tempered tuning and 
imagined simple harmonic structures that were 
in fact acoustically much more complicated. One 
listener described this selection as sounding like 
“some sort of chthonic organ.”) 

The selection is appended by statements and 
arpeggiations of a major E-flat triad, first played 
in textures reminiscent of church organ chords 
and articulation (4:12 and 4:19) followed by 
rhythmic permutations of the arpeggiation 
between the calung — each pair sounding one of 
the three pitches. This is ended by a cadential- 
sounding E-flat major, b diminished, E-flat major 
sequence. 

The following section represents Widnyana’s 
effort to reconcile traditional Balinese styles 
within his unique experimental ensemble. The 
gamelan slonding style is the primary topic 
referenced, although at times leluangan and kebyar 
are also hinted at. Widnyana explores more 
traditional kotekan forms, dividing polos and 
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sangsih pairs between the gamelan so that in one 
instance the saih gede ensemble plays the polos for 
the saih cenik’s sangsih while the pokok is held on 
the saih madya. 

The section between 4:29-5:06 is played three 
times. Here the orchestration is similar to 
traditional kreasi kebyar textures in which the 
lower instruments (here the jegogan) perform a 
simpler abstracted melody below higher 
sounding instruments (here the calung) which 
play elaborated interlocking patterns and 
melodies. Widnyana explores the material 
thoroughly through each repetition. The second 
iteration is performed much more slowly, 
quietly, and deliberately, as if to allow the 
listener an “insiders” slow-motion view of the 
complicated interlocking and modal construction 
of the section before resuming it again at normal 
speed. 

The following section at 6:21 is more clearly 
influenced by slonding forms, however this too is 
manipulated and transformed. While in slonding 
the lower jegogan instruments play repetitive 
oddly shaped phrases and the higher saron play 
interlocking patterns; this orchestration is turned 
upside down here. The slonding motif is 
continued and developed between 7:16-9:20 in 
which a slower moving section is repeated, again, 
three times. The orchestration is more abstract 
and experimental than in the previous section. 

Beginning at 9:20 Widnyana leaves behind 
traditional Balinese musical models, retaining 
only Balinese musics’ traditional focus on 
interlocking patterns. Here the concept of five, six 
or seven tone modes is abandoned as all pitches 
are used equally. The exploration here is in terms 
of rhythmic and phrase form. Following the 
introduction of a complex theme discussed 
below, Widnyana sequences a short melody 
through each of the keysets, withholding any 
sense of mode or modal center. This is followed 
by a melody which clothes a complicated 
polyrhythm performed on the gongs in which the 
gong cenik plays every eight tones, the gong madya 
every five tones and the gong gede every three 
tones. This polyrhythm was composed first; later 
the melody which covers it at 9:24 was composed 
around it. Each tone coincides rhythmically with 
its respective gong tone; harmonic tones are then 
added to thicken the texture. Harmonically the 


passage includes several instance of triadic 
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harmony interspersed with close and dissonant 
clusters, vaguely recalling the music of such 
composers as Cowell or even Takemistu, whose 
music Widnyana has never heard. At 9:37 
Widnyana strips away the melodic instruments 
revealing the deeply rumbling and scarcely 
intelligible gong polyrhythm beneath. This is 
followed at 10:13 by a faster melody more typical 
of standard kreasi kebyar textures. 

At 11:22 Widnyana introduces a feeling of 
complete chaos: thick and seemingly random 
harmonies, textures and rhythms meant to give 
the listener the impression that the whole 
improbable construction has finally fallen in on 
itself. Here it sounds as if the musicians have 
become hopelessly lost amid the sonic confusion. 
Then, the sloppy and fractured phrase is played a 
second time exactly the same way. The passage 
eludes Western notation’s ability to represent 
rhythmically complex phenomena and recalls the 
rigorous rehearsal and orchestration of chaos 
achieved in such rare ensembles as Captain 
Beefheart’s band of the late 1960s. 

At 11:38 Widnyana again takes up the linear 
theme introduced in the beginning of the 
repeated section above, cycling through each of 
the keys of the instruments: 1-sc,1-sm,1-sg (3x): 2- 
sc, 2-sm, 2-sg (3x) etc. (sc, sm, sg referring to saih 
cenik, saih madya and saih gede) giving the sense of 
a rising series of ascending chromatic cells. 
However, the pattern is more complicated than 
this. Looking at the longer individual key 
patterns of any one set of instruments the 
patterns is: 11122233555666 etc: or 3 notes, 3 
notes, 2 notes, 3 notes; a pattern of 11 tones. This 
3-3-2-3 pattern is cycled throughout the keyset of 
each gamelan with each starting at a different 
place in the pattern, a kind of phrase canon. 
Given that the odd numbers five and eleven do 
not have a common multiple before 55, the 
pattern for a single set of instruments is long and 
complex: 1112223355566611122333555666 
112223335556611122233355666, i.e., four 
times through the calung range. This pattern is 
performed by each of the gamelan in a 3 (gamelan) 
against 4 (pulses per beat) phrasing. The 
melodic/ rhythmic polyrhythm then amounts to 
3:4:11. In its first iteration at 9:20 the phrase is 
performed only once, and so the longer 
polyrhythmic implications are not felt. It is not 
until later, at 11:40, that the phrase is played 


further, but not to its logical conclusion. Here the 
4:3 counter-rhythm is highlighted by the jegogan 
playing1-2-3-5-6 in unison resulting in dissonant 
clusters banged out at the half note level, thus 
expanding the polyrhythm to 165 tones against 
40(80x5) tones of the jegogan pattern. The result is 
a wall of sound, an incredibly complex form that 
somehow, through the sheer virtuosity and 
energy of the very young players, is still exciting 
and listenable. 

Widnyana’s music is very complex, but infused 
with the irresistible bravado and fire of youth 
(some players were as young as 13 years old). 

The total polyrhythm theoretically involves the 
combination of: 

55 tones [per] calung cycle 

(5x(3+3+2+3) = 11 x 5 keys) 

x 3 (sets of gamelan) =165 

against 

40 tones [per] jegogan cycle (8 notes x 5 keys) 

(at the half note level). 

To compute when these two patterns first 
coincide we use a basic mathematical procedure. 
We “prime factor” 165 and 40 to find the lowest 
common denominator. 

Tenor cycle: 165/5=33/11/3 5x11x3 

Bass cycle: 40/5=8 /2=4/2=2 5x2(cubed) 

We then multiply the prime factors: 

5x11x3x2(cubed)=1320 tones (16th notes) 

Resulting in 

8 iterations of the calung cycle 

330 pulses (quarter notes) 

33 iterations of the jegogan cycle. 


Beat : ‘ . ‘ ° 
calung se ] 


calung sm l l l 2 2 3 
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Polyrhythm excerpt from Trimbat (11:40) 


to 


Ww 


Widnyana worked closely with the ISI 
karawitan faculty member Arnawa in developing 
this section of his work. Arnawa studied for his 
masters in composition at STSI Solo with the 
German composer Dieter Mack. Mack reports 
that while in Solo he regularly discussed the 
mathematical approach to composition and the 
incorporation of the Fibonacci series. Arnawa’s 
musik kontemporer works have focused on 
translating the mathematical aspects of the 
Balinese pengidur bhuana concept into music. 
Incidentally, the numbers 5,8, and 55, each 
important numbers within the Fibonacci series, 
are central elements in Widnyana’s polyrhythm. 

Inspired by both the baroquely complex 
symbols of Balinese Hinduism and ancient 
Javanese and Balinese calendars — with their 
intersecting seven, five, and three day weeks, and 
the convergences of these calendar days with 
important moments in the Lunar and Gregorian 
calendars —Widnyana is referencing the deep 
roots of Balinese tradition in a completely 
experimental musical treatment. Had this 
polyrhythm continued to its logical conclusion, 
given that 110 beats [per] minute is the average 
tempo, it would theoretically take nearly three 
minutes for the total pattern to be performed (a 
fourth of the total work). And certainly, if we as 
an audience had to experience the whole 
polyrhythm, we would, like those courtiers 
witnessing Krisna’s true form, likely start to go 
mad. D 
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RECORDING 


Homage to Tradition: music by Rahayu Supanggah 


from the curator 


In 1986 I attended the first International 
Gamelan Festival in Vancouver, Canada. I met 
there, for the first time, some of Indonesia’s most 
active and innovative artists: | Wayan Sadra, 
Rahayu Supanggah, Pande Made Sukerta, B. 
Subono, Ketut Gede Asnawa, Sardono W. Kusumo, 
and many others (Balungan Vol. IIL, No. 1, 
November 1987 has an article on the group of 
artists at EXPO ‘96). The brilliant experimentalism 
of their work inspired me, and I left that festival 
determined to make their music better known 
outside of Indonesia. This CD is a continuation of 
that commitment. 

Supanggah first produced this CD in a limited 
quantity in Indonesia, and gave it away to friends 
and colleagues. Soon there were no more, so I asked 
his permission to re-issue the CD through the 
American Gamelan Institute [as the beginning of an 
Indonesian Composers Recording Series]. 

This CD maintains the original graphics and 
format. The original notes were in Indonesian and 
English, only the latter are in this edition. 

It gives me extreme pleasure to make 
Supanggah’s music available, and I look forward to 
many more years of composition and collaboration 
with the artists of Indonesia. 

jody diamond, director, agi 

hanover, nh, june 2003 
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Homage to Tradition 


The global era, with it extraordinary advances 
in the fields of science and technology, in particular, 
communication technology, facilitates human life. 
These advances, however, have negatively 
impacted the life of traditional arts. This is due to 
the changes in lifestyle of those in the art 
community, who are the main supporters of 
traditional arts. Indonesia, which has a wealth of 
traditional art forms (music), diverse and full of 
potential, is experiencing these negative effects. 
Many traditional art forms are being pushed aside 
by other arts that have the ability to make direct or 
indirect use of this era’s technological advances. 
The strength and wealth of traditional music does 
in fact have a great potential to survive with a new 
vision, meaning, benefit, function and treatment. 

This CD contains a collection of new 
compositions by Rahayu Supanggah, which some 
observers have referred to as “New Music 
Indonesia.” The works selected retain a strong 
traditional nuance, and are presented in an attempt 
to strengthen and enrich the life of “traditional” 
music. The starting point for R. Supanggah’s work 
as an artist is deeply rooted in these traditions, and 
these pieces show how he reponds to modern times 
through the elements of traditional music. 


1. Keli 


Keli, meaning washed away, is an expression 
of Supanggah’s concern for the disappearance of a 
number of traditional musical and gamelan 
ensembles, such Santiswara, Monggang, Kodok 
Ngorek, and others, due to the predominance of 
pop music, including pop music for Javanese 
gamelan. This composition aims to show the 
potential of these traditional genres. Keli was first 
performed in Berkeley, and has subsequently been 
performed in New York, LaFayette, Philadelphia, 
Iowa, and Vancouver at the KIAS (Indonesian 
Culture in the United States of America) festival in 
1991. Instruments: 4 rebab, female vocal, gong, 
gambang, slenthem, saron, gender, bonang, 
kempul. 


2. Duet 


Duet is the music for the Rama-Sita duet in 
Realizing Rama, a modern dance done with artistic 
director and choreographer Denisa Reyes from the 
Philippines. This was a collaborative production 
between ASEAN nations, and Duet has been 
performed on tour through ASEAN and European 
countries. The music uses a Javanese gamelan 
pathetan ensemble, enriched with a diatonic nuance 
through the addition of a viola. Instruments: viola, 
gender, gambang, suling, gong. 


3. Kloning 


Koning does not have any connection with 
“cloning” in the genetic sense, but is an 
onomatopoeic sonic impression created by a 
musical composition using only bonang, balungan, 
and gong instruments. Kloning was composed for 
Sardono W. Kusumo’s dance/ theater work, Passage 
Through the Gong, and performed at the Next 
Wave Festival at the Brooklyn Academy of Music in 
New York in 1993. Kloning was used in 1999 for 
Realizing Rama, with the addition of violin. The 
violin part was composed and performed by Purwa 
Askanta. Instruments: saron, demung, slenthem, 


bonang barung, kempul, violin. 


4. Dandanggula Keli 


Dandanggula is a kind of traditional sung 
poetry (macapat) of which there are approximately 
thirteen different meters. Macapat has always 
played an important role in the Javanese 
community as a medium of moral education. It is a 
means of conveying information, and a method of 
expressing one person’s feelings for another, 
through various forms of artistic expression: 
karawitan (traditional music), literature, wayang 
(shadow puppet theater), theater, and so on. Of the 
various kinds of macapat, Dandanggula is one of 
the most popular, due to its sweet nature and rich 
variations. Dandanggula was used in the dance 
music for Realizing Rama, and is presented with 
“Keli” style treatment in this recording. 
Instruments: Suling gambuh, water suling, vocal, 4 


rebab, gambang, kecapi, slenthem, gong. 


5. Balambang 


Balambang is a combination of Balabak and 
Maskumambang, two vocal pieces, both of which 
are usually associated in Java with expressions of 


sadness, pathos, remorse and submission to God. 


Balambang was used as the dance music for 
Unraveling the Maya, performed by the Sutra 
Dance Company, Kuala Lumpur, in 1997, with 
choreography by Ramli Ibrahim in collaboration 
with Denisa Reyes. Instruments: Balungan, gender 


and gender penerus, siter, gong, rebab, vocal. 


6. Thongkleng 


This composition was given the name 
Thongkleng because of its sounds: thong represents 
the sounds made by the knobbed instruments, 
known as pencon, and kleng represents the keyed 
instruments, known as bilah. In this piece emphasis 
is placed on the sound produced rather than the 
pitch or melody as the two groups of instruments 
attempt to engage in a dialogue. Thongkleng is part 
of the dance music for Realizing Rama, used for the 
scene in which Sita is seduced by the golden deer. 
The quality of the movents used by U Thein Aye, 
the dancer from Myanmar who played the deer, 
provided the composer with the inspiration for this 
composition. Instruments: pencon and bilah 


instruments. 


7. Main Kayu 
Although this composition also happens to be 


played on (main) instruments made from wood 
(kayu) or bamboo, Main Kayu means to do as one 
pleases, disregarding rules of law, ethics, and 
aesthetics. Since 1990, these attitudes have become 
prevalent in the Indonesian population. This 
composition aims to express simplicity irregularity, 
dissonance / noise and violence by using 
dichotomous elements, especially in indeterminate 
pitch choices and vocal character. This piece may be 
performed with any instruments, as long as these 
two elements are taken into consideration. The 
more players involved in a performance of this 
piece, the better the outcome. Main Kayu was first 
performed at the Indonesian Arts Summit in Jakarta 
in 1995. Instruments: Bamboo percussion 


instruments (kentongan), vocal. 


8.Lincak Mubeng 


Lincak means a seat (position) or small jump 
(fluctuation). Lincak mubeng is a small fluctuation 
occurring everywhere at once or shifting from place 
to place. The current situation in Indonesia has 
resulted in several regions of the country want to 
break away from the Republic, for reasons both 


rational and irrational. The intruments and the 
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affect of this piece tries to give an impression of this 
phenomenon. Instruments: gambang (played by 4 
musicians) and balungan instruments in slendro 


and pelog tuning, played simultaneously. 


9. Gambuh 


Gambuh is another form of the vocal genre 
macapat. Gambuh means a compatibility or 
conformity between two or more elements. This 
composition aims to encourage a sense of hope for 
compromise between various elements: social, 
cultural, ethnic and religious, and was inspired by 
adzam, the Islamic call to prayer to kneel before 
God. This piece is part of the work Gambuh, which 
was performed at the first Young Composers 
Festival in Jakarta in 1979. Instruments: Suling 
gambuh, rebab, khen, balungan, bonang, gong, 


vocal. 


10. Ganther 


Ganther can mean either a straight or distinct 
line. Ganther is also an onomatopoeic sound with a 
nuance of tremolo. This composition is part of the 
dance music for Realizing Rama, played when 
Rama, Sita and Laksmana try to maintain their 
courage through the ordeals they encounter during 
their exile in the forest. Instruments: gambang, siter, 
kecapi, gong, vocal. 


11. Grombyang 


Grombyang is a noisy sound created by friction 
between moving objects — a sound almost no one 
wants to hear. This composition attempts to capture 
the feeling of annoyance associated with this sound. 
Instruments: gambang, bamboo percussion 
(kentongan), vocal. 


12. Bubaran Lear 


As its name suggests [a bubaran signals the 
audience’s departure], this composition is used as 
the final piece in a program. This bubaran was 
inspired by Undur-undur Kajongan, a traditional 
gendhing used to pay respect to the king in 
Surakarta on his return to the palace after holding a 
royal audience. Bubaran Lear was first performed 
for the curtain call for LEAR, a modern Asian 
production based on Shakespeare’s King Lear. This 
collaborative work, which involved artists from 
more than eight different countries, was initiated by 
the Japan Foundation, and directed by Ong Keng 
Sen of Singapore. In 1998 to 2000, LEAR was 
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performed in several cities in Japan, as well as in 
Hong Kong, Singapore, Jakarta, Perth, Berlin and 
Copenhagen. Instruments: Bonang barung, bonang 
penerus, panembung, balungan, bedug, gong. 


Note of thanks from the composer 


I wish to warmly thank my fellow musicians 
for their cooperation and spirit of friendship, which 
made these compositions possible. They often work 
together in the Garasi Seni Benawa community, and 
include both lecturers and students from STSI 
Surakarta: Waridi, Rustopo, Joko Purwanto, 
Rusdiyantoro, Sukamso, Suraji, Kuwat, Sugimin, 
Supardi, Hadi Budiono, Rasita Satriana, Cucup 
Cahripin, Darsono, Suyoto, Al Suwardi, Sundardi, I 
Nyoman Sukerna, I Nengah Muliana, Prasadivanto, 
Dunung Basuki, Purwa Askanta, I Wayan Sadra, 
Lanjar, Rambat, Sukesi, Retna, Warasi, Danis 
Sugiyanto, Bambang Siswanto, Darsono (B), and 
others whose names may not have been mentioned. 

The CD was recorded and mixed at Studio 
Sembilanbelas, STSI Surakarta, by Tono Indiarto, 
Iwan Onone, and Esha Kandus, with graphic 
design by Putut H. Pramana and Arief Prasetiyono 

I would also like to thank Sundari, Bontos, 
Gandang and Wirid for their constant moral 
support and sacrifice. D 


The Mills College Gamelan 


Si Darius and Si Madeleine 


instrument design and construction by 
Lou Harrison, William Colvig, and Mills students 
1981 
tex and drawings by Will Ditrich 
1983 
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APART, SEE SLENDRO PEKING FoR 
Mountine METHOD. 

ShRon) OFATER 15 &" 203 mm LONE 
TOOLED ovT of 3/4" 1am Dowll. 
THE HEAD 15 44 Sym THICK AnD 
3” Fomm 1) DIAMETER. THIS IS 
COVERED BY A FAZER oF momRe4cé 
INNER TVBE RUBBER AROUND THE 
RIM 4nO on— LAUER oF FELT 
STAPLED on). 


6% ItHaw 444012 mm 15" 39 mn 


bs 


END pieces 


Byq [132 Dba 
83~ 
+ 5E"- 


ices SARON 


polish siiaal 24" Sheed oan 


irc ee Cea 
LOM" — WS am 


IO 7" 256mm 


Ls, 20 aan 
Eo Amer re 
va ae ee 
% Ee eases 


CABINET Woods AND BEATER SAME AS PELOL SARDN. 


oa 


6%" It1 mm HA mm IS oy gore 


5g | [~~ . 
3 ee ae Bak SAME Enp PIECES 
m AS PELOl SAéRoD 
bw aaa A 
£305," 445 mem 


Keys ARE SPACED 5" Camm APART 


par ee a. 


PELo PEKING 


Le" %" 1D mm 


511%." 233mm 
| S1B%" 220mm 
Esra crs 
ptt gs" 207 am 
12 [4% "201 mm 
EES ae ae 


3 a tt aes 
4 [4 9%," 184 me 
LS LFS" 13 mn 
mar FA4nm} a " 
(t2uf | 


TD mm 


Be" 
(Bn 
ar aa 
Es Gk" (58 fmt a ny 
Tet esa Te 


{ %" 39 mm 
: 


DEPTH 
ig Slee 


"165 mm Z, j Y, 7H: TTT TUTE," tom 


" 3omn 


KEYS ARE SPACED 2" Gmm APART. 


29 4 230 wn 
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CABINET MADE OF $ “iBmm PLYWOOD. 
END PTs ARE 2X2's. TROUGH 
RESONATOR FOR PEKING 1S VERY 
SHALLOW, AND AGAIW &" 3mm HARO- 
BOARD 1S VSED, TILHTLY SEALED. 

THE 6EATER, HAS fw 85" Zig mm 
HANKQE oF 313mm Dowel. 

THE BEATER HEAO {5 An OVAL 
Piece oF PINE, 4" 102 mm LONG, 


14" 38mm wire AMD Fa" [1mm 


THick. (T HAS ONLY A LAYER 
oF MoTORCYCLE WWER TUBE KvbGEe 
AROUND 17S Rim. THE Rim of THE 
CABINET FOR KEY MDUNTING 1S T¥ 2's. 


wine (G4. " 165mm ED PIECE 
£54'3 


SLENDRO PEKING 


1%" alee 
a inet 


LOA mm 


21F%" 195mn| "| 
tHe" 188mm) "| 
5 1te" ig2amp "oo" | ee 
$" 138 mm 
re ACM - ean 


169 Mm 
pares 


154 mm 


BUY A 34" SHEET of iWOUSTRAL foAM RUBBER £ 
cvT IT TD Yq" STRIPS, THEY CUT THESE 3% 


(use A BAND saw) 


Fintsdinis WAIL 


Also, wE'VE Found THAT REAL RUBBER WEING IS 
SUPERIOR To SURGICAL TUBING FoR COVER IN: THE NAILS 


THAT Hotd THE KEYS. 


pe? HS 


5%" own 44" [08mm 23." Hem 


ba (5mm AMT TTT AM Tm 


Apopst ROUGH RESO WATER 
FoR, MAXIMUM RESoNANCE 


ts; 1Sl man | 


Sas _ 635 am 
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“ $ QUARE 
STRIeEgS AT A 45° ANGLE AND You's HAVE A PROPER 
TRIANGULAR WEDGE FoR. BASIC KEY SUPPORT. 


ALL TRouGH RESONATING 
METALLOPHONES HAVE RIMS of 
[a° x Hy" Pint (© 38 x14 wm) 
ARound THE TOP FoR MovNTING 
THE YEYS. AtonG THESE STRIPS 
o— woop ARE LAip STRIPS oF 
INDUSTRIAL foAM RUBBER ,1E. 
REAL RUBBER, NoT STVROFOAM. 
WE RECOMMEND THis FoR ALL 
KEY SUPPORTS. 


To? of 
PEW 
BASIC PLAN INDE STRIAL Fox 
R. RYBBER WEDGE 
MOUNTING 
< it 4 x 3g a 


PinE STRIP 


leno PIECES SAME | 


FAS PEL PEKING | 
THE KEY MovRTING METHOD VDEscRi BED 
ABOVE APILIES TO PELOG § SLEMMRo 
DEmMUN Gr, SARON © PEKING. 


CABINET WODDS sAME AS PELOw PEKING. 


PELG SLENTEM 
EY [LED 6TH _ wind 
18% “ FTO am 3%" Bl mm H 


\CKNESS 


a 


é RESonATER DIAMETER 
/ “ ¥, ts 

FC CH FP 

a CA 


42" x3" 14 x3 mn 


4, 


| | 
Lt 


33" 


4. 272mm 


Orp<o 


; 


Rim 15 2A" x34" : 
342'3 qi (57 #14 mm) Pive res 


255 mm =z) win ' 
L" x ff 

lax%%" Woop wPTRIPS WHICH THE 
KEY posts ( 4 lOLmaCONSRuctionN NAILS) KEST IW. 


ee ALE A" Emm PLY Wop, 5" 122mm 
SOF casings FS pie PLY Wo 


RESONATOR. 


‘GMS ee is eg ag 


seve an 
HAS o>! 2!b mm Lote G/ sa 


HAUDE, 34" 2mm DOWEL. S50 
HEAD 15 BH4" VSmen im DIAMETER £3 "I3mm Hie” 


THIS (5 WRAPPED ARDUYD THE RIM WITH E "Gam THICK prAND FELT S 

, 
WHCH (5 THEN CovBRED WITH 2 MAYERS oF FELT SsrApep ow. 28> 
al 


SLENPRo SLENTEM 


rar : eK 

24" 
2 412%" 32 )nm| 3187 ee ee ee 
SIZ" 365mm 
5%" ; 


Basic SUSPENSION METHDD (1 Vie >) 


y Rim 15 25" H" (SF ¥1 an) PINE STRIPS wiTH 
aot 3 t5m 4 12% 34°(38 x4 mm) STRIPS LAID Alone LENGTH- 
() - 


I 


WISE, INTO WHICH 4“ 102mm COMSTRUCTION NAILS 
ARE DRIVEN TO SUPPORT THE KEYS ovtR THE 
RESONATING CHAMBERS . RESomaATDRS ARE TIGHTLY 
f SEALED HELMHOLT? REsoWATRRS 
3%" wWI\TH 3" HARD - 
K—(VFan —t So ARD mek 
: THE TOE. 


CABINET Woods SAME 
AS PELOLY SLEWTEM. 


a: BARUNG - SLENDRO 


@ tess wioTd | ° THESE BowAne PLATES ARE 


[587 tne) 12" Sia 25" NoT PERFECT ocTAGons, * 

THEREFORE LT HAVE Given 

ae oa 28 epee GoTd THE LEWGTH OF A 
Am" o£" 261 m aa 9 RANDOM SIDE Ano THE 


CG 


DIAMETER. AS Lonls AS 

THE GENERAL SIZE 1S v6ED, 
THE ExaT TUNING CAN 
GE ADIVSTEO wiTH THE 
SIZE AND DEPTH oF THE 


Boss. AL PLATES "OIm THK 
EXxceer WHERE wPKCKTEO. 


CASES TSA oA 
ieee ( MRP, | (AINE sce 
| 3% GS men x x 


- e— ALL 
4" Fane PINE FOR MOUNTING GBONADr PLATES 


Four, 
CORNERS 


MAKE ENDS FLUSH So THE 
ODNANIF CAN STAND ov END 
FoR SAS) STDRAGE 


BASIC. MOUNTING BASIC GoNANG FRAME MADE of ZX2's wTH 


Pan Cale ectawee) IX4'5 USEO GOR MoUNTWG BoARDS- 
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BenAN(s FAVERUS - SLENDRO 


334" “Gonn| 85" Zibmn 
3%“ BS aol t7¢” 144 mn 


2%" 


XS 2 


no 6" Steel 2” Blan 


K——~26" G60 mm _—_| 


MouNtTina BOARD 


FRAMES FoR ALL BowANG& mace of 
MOSTLY 2x2'S (1 9%" Flmm sevace) 
MoONTINGs BOARDS ARE 1x4+'S (arr. 
2014 mm X 2G"45 mm) BONAN & 
PAVERVS GEATERS Are 9474" 248mm 
LoNG $"G .mm Dowel HAMDLES. 
BEATER HEADS HRE 24" BF am w 
DAmMeTER § 3 "tS mm THICK. THESE 
ARE WRAPPED WITH KUBBER RAWE 
AND 2. LayERs oF BACK FELT. 
Bonants BARANG GEATERS HAVE 
Bz" Zilb mm love HAWDLES FE" Io me 
THICK, . HEADS ARE Z "(3 m0 
us THICK AnD ZB" Tomm 
‘2 DIAMETER , WRAPPED 


Ly 494" «WITH RBBER TVEING 
42“ 104 mm AWO . 
495 emo 2 LAERS OF 
37a" FS mm Movntiny BOARD CELT: 
fogs 


yy: "58 me 
— 52 “t 


als 


BONANG BARUNG - PELOG 


2 ees 


MOUNTING 
Onno 


tou 


€ 235m 


fe uy 
4—~ 185 490 mm 26-244 "692 oa ——>| 


palate PANERUS - PELOG 


IO®@ 
1@ © | 
J8O, 
z 

nese as {«) @) 

are “eh 31 CO) 
ick 
THIC SS 


MOUNTING BOARD FoR BoNANE PLATES 


| moonrise B0AKD FoR Gowane BATES | aa 
534" 133 mm 4 
od a: ls a B53 ae 


Movsting Board 


24° ST mm 


Bonantr PLATES <SvUPPORTED BY Four, PIECES OF 


Rope TIED TO DoweLS wisH 
NALS IN THE TOPS... 2 eee 


R Pecks DF \4"x54" TOP VIEW 
Pine 
wb 


KENPANGs INDUN G THE DAVM HEAO 15 [6' iN DAMETER, BUT 
4——— 245." 699 mm ——> ‘THE ACTVAL BARREL oF THE DRUM is 
MADE of {5% 
323\ mm DIAMETER 
PVC SEwER PIPE 
THE LARGEST 
DIAMETER, 
AVAILABLE. 
! THE jnsiDE of THE 
BARRELS of ALL THE 
DRUMS ARE SANDED AND THEY FELT 
15 GLUED IN. THiS GREATLY 
IMPROVES THE TONE. 


? 


MIKE SURE Your 
PRum HEADS sT\ck Ov! 
A LITTLE BIT BEYHD 
THE Rim oF THE DRUM 
AS SHOWN HERE. THIS 
SAVES WEAR © TEAR 
DN) ME FINGERS! 


10" 254 mm CVC SEWER PIPE USED FoR. 
KETIPUNG BARREL. 


508, 
SK 16" 409 en > 

axhets Te eptO Bhaces AT BACH Conner 

DRUM \ Basic Frame of | 824s. 

FN VEE men 
“/44 “3 { 
62,, 
61" 244 mor? KBODAN GAN 
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BED UG 


hea a 
{sree CRoss cinis 


fk BEDE 


IS" 38t am PVC SbwER PIrE WAS 
ALSO USED FoR THE BARREL oF tHE 


BEDUG. AS THIS WAS THE LARGEST size 
AVAILABLE , WE SIMPLY MACE IT LowGER 


TO GET THE DEEPER 1738NE. 


L— LA°\% : Toon Se 


a8 


GENDER BARUNG - PELOG Matte 


ree: 


3%" otk q B40 s27h" 153 
NAL 


ALL RESONATORS MADE OF ALUMINUM CANS EXCEPT WHERE INDICATEP AS wood, 
LE. CABINET RESomATORS, “OVAL” Mans THE CANS HAVE BEER SRVASHED IwTD 


AN oVAL, THE GASIC DIMENSIONS OF WHICH ARE GIVEN (EXEPT POR THE 
FIReT TONE, WHICH A CABINET REsonATDR WITH AN OVAL OPENING). 
CABINET WALLS ARE "Gam PLywooO eR BUEN 


ae "i Bamm fal toate 22S reAme BT THE TOP 
s 4 £0 


co aera 456° S55 mm ————————F 


TIGHTLY SEALED REsonawA, Pockets 


=e aieailla 6Y Zz Ps * PLY WEDD, 
4" HARD BOARD FIRsT THREE 

~~ PARTITIOAS Go 1 THE 
~ - TP oF ME [FE %~%" 
ABWET RIM, THE 


OTHER TWo a THE| SMAUER Eno Piece] 
BeTTOM cf YT 


OF FART TIONED AREA: 14 


3 


“ake 35 
ae oe ae. AG mm 


¢ 
GENDER PANERUS ~PELOG LiMA 
ver Jeewem Tg 
15 14%" 240mm] 2 65 ‘Are 133." - Le 420 BP mm O€6 
7 ee EK rTeareurrere 


a! 


x Le 


4" 355 mon 44D mon 


Z (00 o, —————— 
LARGER EwO PIECE 


ALL KEYS HAVE TIN CAN RESONATORS. 


ee ace 


CAGNET WooDs SAME AS GENDER BARUNG , 


Eoriom can BE B’ 3mm PLIWDD CK HAeDgongn. 

GENDER PANERUS BEATER HAS AS" 12% mm HANTLE TOoLED 
OUT OF Z" [Sam DOWEL, THE HEAD Is 96"16mm TMICk and 

2%" FO mm 1) DIAMETER, IT 15 WRAPPED WITH INNER WBE russe END Ee 
AYO THEN FELT 1S WRAPPED AROUND 4 STAPLED. THE GENDER Oprunwe& BEATER HAS 
THE SAME HAWPLE AS THE PanwERLS. THE HEAD 1s $"I3 mm Hick, 2%" 43 mm 


IN DIAMETER AND Hed 4"Gmm THICK PIAND FELT GLUED AROun D> ne RIM AWD SEwAD 
30 


STANDARD MEASUREMENTS FoR GEER. KEYS 


Genk a. CALUN & 
Hed |LeWerH dT wp Cd ickess 
| 1%" 2A 


0%, 254m 


plant 17" taal 
eae aes 


THE MEASURE MEWTS GIVES HERE ARE WicLlAM coculGS STANDARDIZATION 
oF GENPER KEYS WHICH WORK FoR ALL TuMInGs. THE ABWETS ARE 
ALSO OF STANDARD MEASUREMENTS, FoR BARUN GG * FANERUS (VY ANY MODE. 


Jf 


7 
SUSPENDING GENDER, KEYS 


— 
coRD WRAPS AROUND SMALL PlecE 
oF ALUMINUM WIRE vnbéAnéarn KRY 


Pe . aly LALA LIT OEE PIT LTP 


f° 
KEjS SHOVLD BE sUsPEDED © 14" 23mm 
Ageve THE RESONATORS. THERE 15 ALSO 
An) ALTERNATR MooEL For THE Gee wew } [ 
KEY SuPPRTS , MADE OF HEAVY COAT HANGER r 
WIRE, TWISTED Into THE SHAPR SHDWn HERE: ae ~ 
IT HAS THE ADVANTAGE of BEING ADIUSTABLE 
AND VIRTUALLY UN BRRAKABLE, Feont View Sie .! 


3a. 


7 
CENDER BARUNG -SLEN DRO 
RESONATOR DIAMETER 


| 
134" 33 4am] 2%" D mm 
LF LIS B35 am 32 


a 


oe mm! 
© ling" 3itmm| 42" [hm 3” Boamtne | 
| & A 4¢u 1 Ze and oLe| 32e- 
35" Bem 249" 60mm 1 |Tp48nnx 14" poet 
ors Daou 
uf ow 


2 2 oe 
CET eB and 28g olan 


fee | 2%" AB mm 
ca faa 2% " BF es 


3 3%" T8 mm 
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GEnphR BARUNG - PELO BAANG- 


"4 mm OF En) 2% " See 
2% 


Stepan 
L2 


bay 


BASIALLY THE GAME AS PELOG LIMA. ALL THESE 
RESONATOR MEASUREMENTS ARE REALLY only 
GvIDE UNES. A GREAT DEAL oF TRIAL ¥ ERROR 
GPES imTO MATCHING UP THE KEY app THE 
RESONATOR . 


3% 


Dram 


~SVULING rene 
LOWEL OCTAVE SLEWORO . We 2|" 


a Bt SA rk a 


is] 
10H" 268ma —al 
IB" 530 


MEAS upemMeuTs 
FROM FiPPLE END 
OF FLUTE TO 

CENTER OF -bLE 


INNER DUMETER 


—> 

a thenm 
Coa as ee WALLS OF SuLWwE 
a VBI Lu 
Bt" Imam Oe BiG LS mm 


t 
5S tm PLUS “Ane 
OWE NEEDS TO EXPERIMENT wiTH THE PLUG, RING And THE 


USED Ww THE FiPPLE ENDS | Actua erPple OPENNY TD OBTAIN THE BEST SeULD. 


oF THE VARIDUS SULINE.- TUE OPEN Ye SHoUD GE ALMOST PERFECTLY SOVARE, THovsl- 
AUTTLE LONGER THAN IT 15 WIDE. He AvELES SHoyed BE 


SOVARE WHERE THE CUT IS MADE iwT> THE TOBE, BUT THE 


HIGHER OCTAVE ACWAL CUT IrsELE sHpuiD ANGLE 'N TOWARDS THE F/PPLE 
SLENDRO PLuG AT @ ° 
1s%" 4S °% TE EDGE SHOULD BE as SHARP As 
A lo BAD ne POSSIBLE, AND THs OME sipULD 


° oo ° (yy CHOSE TUBING WITH A THICK EnoUs 
WALL TO BE WORKED PROPERLY. 


THE RING Sitoucd BE ADIVsTED 


SO THAT THE srREAm 


SH!" 219.5 ay 


TH" 24d am 
OF AIR HEADS STRAIGHT 
INTO THE NOTCH IN 
THE FIPPLE. 


107%" 234 men 


wAL of 3 y : 
. ' suv’ fwith A Sam Ye Prrns 
& ' ; Cia 
fe Bmm —” a FIPPLE INSERT OF TES 1S 
ae "4 —»O ; e e BES Hick, PLASTIC on 
4 mm AD VLEW 


THE INSIDE oF THE 
RIM AT THE END 


O - Ferme SHARE, 


|}; < 
eee, 


SULINE TUBES ARE MADE Feom 


must BE, He 8 
PVC waTeR PIPE CLowER ocTAVE) Swe WE ne git ne 


ALUMINUM TWBING YSED FoR. HIGHER: 


ss an 
OcTAVE, EIRST MAKE MoPEL pF Puc @3z 15 


35 NeTcH AS wide 


SUuNG 


PELO HIWHEe ocTAVE 
—— a," 
IS % 


— oe ae mm 


“256mm 


Ihe he ae 
L346" 348 win 


PELo’ LowER octave 


i ”n 
27 SIs 


Ni 
: ro] 


laa Seer 


da e 
# tun 
e/- | 


S 


FIRST STABLISH Your 
BASIC FIPPLE AWD THE 
TUBE LEOGTH. THEA Position 
YouR HOLES. START smALL ¢ 
TWne THEM BY Fille wiTH 
A Rfovnp fice, oNE FIRST 


eae ib oa TUNES THE FULL LENGTH oF 


oO 


I>" 332 mn 
134.350 
| B16" 45 Fin on" 
=e 5b 5. cree 


+) Fm . 


% Ion JO 


3L 


°o 


THE TUBE AND GRADVALLY 
MovES VP, 7OnE BY TONE. 
EXPERIMENT FIRST oN A Mone 
ANO THEN -reIAS FEL. MEASURE 
MENTS TD FINISHED fRopucT 


° 


— 


oS 


REBAR 


TUNE PES gt oi nn Lee 


2 154A mm 


STRINGS FoR THE REBAR CoD SE 
of BRAS oR IVST PlAIn MUSIC 
WiRE, THE LowhR sreink StoutD 
HAveE A THICKER GAUGE, 


REBAS 7 Ms \" 
THE Bow STRING SHpULD BE Pa 
of NYLON) AND LooséLy 
STRUNG TD ALLOW FoR. 
THE PROPER PLAYING 
TECHNIQUE. 


EATiIRE Bow 
24 %" 
£32 mm LoNs 


oe 


THE REEA® HAs‘ coarsiun) 


PY STRETCHED OVER 60TH 
xe SIDES oF THE RESONATOR ; 
C3) THOUGH Some Sort of 
ug FINE BiRcH PLywoop 


CouULD BE VSED FoR THE 
BACK. 


oe ViEX of 
Bri ObE 


x 2%" FOun 7? 
[4omnm ——? 


<_— Sia 
38 


5ULING STAND 


\" | 
ape’ || ae" spl em +— 15"32 Onn > 


4|\@eeev ceed | 


A |b" 406 mm > 
"lSmm PLYWOOD. UPRIGHTS ARE 2X2'S wiTH Hh" (Pam Pie 


BASE IS OF & 
STRIPS RUNNING BETWEEN THEM, 1 WHICH SIX (“26 mm Horés HAVE BEEO 


DAIL ED - 
ot 
REBAB STAWD 2 
<— 12" 304 aad i 
~ 
porn 
@ [" 26mm spose £— 138" 459 an > 
(roe Viéw] 
Music STAND 
2eApwe sonFAce 
pner Borby oh x 330 © 


B- PLA MAHDGANY 
SFPoies 


ee CUT TO FIT WW BETWEEY 1ST RUMENT Posts. 
WIRES ATTACHED TD | x2 Go iwTD HALE HINGES 
SCREWED INTO POSTS. 
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GONG AGUNG 


" " s 
- tye 


kK— 4/4" 1047. { 
K-—— 24" 672mm 54 


K-84 20. 


+355 


* G0 am ———> 


GON MADE of mp STEEL. SEE ~ Gon TEcHwoLoey ” 


< a Aou 
SIDE VIEW OF Gony BSTALD 
BASE*(onEe FoR Efe} P57) 


STAND FR Gon AGUNG 


HY 


GAM BANG ONE MODEL FoR SLENDRO $ PELOG. 


ene | THEKNE 
LOmmi@'42" "10 mm| 


Key shaw: Smm Yo* 
LENOTH GIVEN 16 MEDAN 
LENGTH OF KEYS cut AT 
RIGHT ANGLES 20 mm (th, ' 
oR So LONGER. TRIM: | 


Lev 


one 3" HOLE (Ju) in BACH 
KEY , 223% 2% of Leno 
FRom Ep (Key #] 135 my 


KEF AZZ 64mm) 


MoonT KEYS on 2” WDE 


FoAM RuBBER (MoT POLY ORETHANE 
oR SoFT ROPE, 
THE FIVE Lowest NOTES of 


PELo® Ano THE four Lowest 
NoTES of SLenpRD ARE 
RESONATED WITH “ Pockets”. 
PARTINONS SEALEO TIbHTLY 
TOP 15 |" HARDEDARO, 
SPECIAL Tin) CAN) RESONATOR RESTS on 
ITS LoNG END with THE PPE TP 
EXD RIGHT vaDGe THE 3 KBY 


SIDE VIEW 


ay" GAMBANG 

v Zi" ZIb am 
HIGH PLUS 14° 38 ma 
FEET (END PIECES 

i) Like PEMDNe) 


GAMBAN) (- 


SLENDRO © PELOl MODELS ARE THE SAME. You WHITTLE THE KEYS foR FIs€ 
TUNING, HowEVER, in PELoG, ExTRA KEYS ARE NEEDED AS Follows. 


CP 
teal are oe 
Fake a : Fae eS 
sara tie apa Cy oe 
2414 me 


SAME DIMENSIONS As THE CORRESPOWWK: 
1 KRYs. 


GAMBA BEATERS Come FoR EACH HAWD) HAVE 54 134mm Lone HAVDLES, 
3" WFiom in DiOMETER. TO THESE ARE ATTACHED A 9” 227F mm FIBER GLASS 
Ror, B" 3mm w PAMETER™ THE HEADS ARE — 56" Io mm THick Aud 1%" 44, 
In DIAMETER, WRAPPED AND SEwe) WITH 2 LAYERS of Pet, THE (MHER LAER 


OC 4 "3mm THCK AND THE OvTER “AYER OF REGULAR —HICKMESS. 


LoY HARRISON 4+ wiLLAM CoLUle RECOMMEND FINE GRA,n) REDWEDD for THE GAM BANG 
KEYS, THE FINEST “Rain You CAN GET, MAPLE can ALSO BE USED, As IT WAS Fok 


THE GAMELAN st BETTY. KL; WASITODIPuRD , THE Famous sAVANESE COMPOSER ¢ 
THEO FETICiAD, HEREAFTER REFERED zo AS PAK CHokKRO, PREFERS REDWeOD 


CECAVGE HE LKES THE CHARACTER of tHe TREE , 50 REGAL ¥ qmELESs 


H3 


FWILLIAM cCOLULG USED CHILDRENS FISHING POLES FoR THis. 


S(TERL 


0 ao" 
4 
atk 


2%" Joma THE TOP Any Berton 
Pra a BS BEV eam a ext ARE of MAHDGADY ¥ 3mm 
ai grays THE SIDES Anp END 
eeo™ PIECES of PINE 5 Ya" 1V mm 


K-——~ 35 %" 98 nn ————>I 


Fo METAL 
gen WITH STRIP of METAL RUNNING DowN CEMTER sTRWes ATTACH 


To NAILS 
VADER HERE 
10% <—— 
qe" THESE ARE BEADS 
= \ OX THE STRIWGS (nee RESONATOR. 
Pino rd) THESE ARE MDVEARLE BeipeEs for Fine TW HOLES DRILLED 
PEGS FoR TUNINEY. 


LEFT 
THERE ARE 18 sTv0S Alone THE! BRIDeE. , SPACED 


nnd" APART TD STABILIZE THE STRINGS. THE RIGHT 
BRIDGE 1S NOTCHED TO STABILIZE THE STRINGS, 


por 


TOR VIED 


INTHE EnDSs 


BRASS Screw 

~ BISECTS THE smRING 
WLE AT A Fo? 
ANOLE 7D PRovipE 
A STRING SuPPoRT. 
BRIDGE PICTRREG 
ACTUAL Size. 


SIDE view 
SITER, RESTS ov 
THREE KNOBS roe 
ATTACHED TO THE 
$t rae eae x { , 
Two StRits oF AK y E (6 6 wm 34) Sort, BRIDBE 
WOOD ARE GLUED tp THE TOP Anvd 


BOTTOM of -—HE SITER, PARALLEL Toe STRAW IT UP WITH MUSIC Wi RE, 
THE s1~k oF The movAae BRIDGES. AVAIUBLE AT HARDWARE STORES. 
THESE ARE comneécTEeD 64 +" Dowes MAKE sURE THAT YuR BRIDGES 
Every O 2", THs sowie THE ARE NoT DIRECTLY OVER THE BuP 
PIECES OF THE Body. THEY SHoVWLD 
HAVE UNIMPEDED ComTACT with mR 
RESONATING SURFACE of THE SHER. 


Two VIBRATING SURFACES: WITH Two 
TRESTLES. THIS INCREASES THE VoLUME 


ASD RESONANCE 


HH, 


PIAND TUNING PEGS 


122 "BiLewm Levy STRIP 

OF GACH PLY 34" 126 (Amn) 

Ano Z "3mm THEK wRAePEO 
PROD £ "IZ mm FRoM END. 
STRINGS ATTACHED TO NAILS AT EnD, 


15 ster 


acl lt ir mm 


BoTTOM view 


A ste? oF FLEXOLE %" BiRch PLY 

1S WRAPPED AgounDd THE FRAME 

Any ClAMPED. THE TWo EDLES of 

The FRAME ARE MADE of Two PIECES 

of 12" pm Cur 4% x (%" 17 KH ma) 
NAILED TOGETHER, LENGTHWIigEé AT 

RIGHT ANGLE 5 > 


THIS JACHEM OSes JL“ eye 
BRIDGES FROM TAIWAN, THOU UL 
THE OVTER STRINGS of ErmeR 
END JOE I" HIGH gBRioges. 


Soe, 


SET 1N HERE 


THis BRIDGE MADE oF SIX LAYERS of 
PROGRESSIVELY NARROWER srRiPs of 
ZSemBiRcH PLYWoop (STARTING AT Iq." 14 mm) 
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SPACED 1” neart 
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CHINESE BAMExC Bow REstTRoN 
WITH NYLOW Bow STRINGS. 
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Hore metic appesrimale, Waibiin pildlen of the tor Winengy 


Loca pe i a sutstle pelog., that Ph, Chekro, 
Pie Le ant ake hast rn wee deci 


Pek Chohro daidh tat the mode heh been ae 
when he knetked was quite ee aD s 
12, 13, 14, 17, 18, 19 an 21. Gnd thus A wao tat 


He Milk pelo toning reno berm. 


te Ae weg , belie |, 2 43. However, 
tae Huce tenn shorlh be kbw a 43 fx fourth); 
“fep” 
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4 Hoy enlend beyond a 4/5, He es etl 
and the Lar will tnd heer 1,273 chewkue 2 


ye a/4 % 0 % Ve 

IS. HOA Mil FX 
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He fue the Large andirinle betiscon |,2 43 will be. 

pheriny te He Qavanene tar, It shenlh 
Bound. Xb, amle tp te Shaky : the qerncle 
Ko Mesto (54 Swept dung by Emile) at tHe 
tre alhun "Qavancee Gurk Gamelan Vot. IL" (Nonesuch 
—(H-7204) Aaandeh by Retort E. Brown ( gamelan drschdl bog 
Recon Tusenquny Soendao oe as Wi dito at meio). 
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Wallitm Crlvig, tine the Mull Gamelen yitl an LQ WeEL 
army, purfoluc esctlercerpe. He otartich with piled. 5 of 
piles, whieh 40 AtaO- Votna a HOE phen ankia gad - 
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Winer oerdie wn pelor, id spine te dom te abrde, 
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We Can ote mun gamut artiwal flat the 
‘ak Ge ee kt & a 'Yig. What 
pe nud then, 1 to tine our pteh 5 m the mellortope 
te (8 axl pin sernbank then Tine our pteh 6 to 19 
axelta pir aseend, Ainee 18 cyclo pur suorh to rather hard to 
tount onan crecllmespe, it % basin fk Cine 
dover an otlsve from A 440, nm pitel eS Dt. 
tac, if A 440 peyoliio om fe melloccepe a a given 
rumlier. of, syclio pr attend, ton A220 will newer ao 4 


ene. wonve with exactly hallo many cycles (2-4. if 


pr stmh 6 the Lowers 18. 
PHA uo HLA, He vine umve wilt Ge the. jee 
16 chatty A will and te te Lge myth, aun 


a oiriler ennclope effet, whereas 7714 will negiolr 20 Too 
srucldpeo - He wil give won Howe envelopes, 


WW hMedins ig hee found. thet FO° woo gor temperatine 


the. fon gy he LB 
fe a estah tog 
fhe or . Ce bar, gm abl Bom, heat , wrhvek com 
make it a Ltt Low. So keep tio i mink. 
The hemans, rranalio are. Cerned ae, 
heals, Phew A GUAR Lhe een te 10 cc fark sais 
pill Lowen the. 


Matte the holes om he abet 
/ on. Ahold) 
aaaten 222% wth, ong 1 ee nether 


pe 3 ; 
alin, be aseuraile tho cortete - 
Fat boneny plalir, beating up unto te beer nares, 


fie. Tone , uhereao beating around the onteide edazo om the | 
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The deeper the resonating tano, the Lrwer tHe 
tne, He ghalluer fhe hes » Hrwever, yur will 
Grd that, for guglenee. yma gender cateneA oo 
Tig’ ao the firot five kegg wre ortenct Momaled, 
the caterer thomactves to ret fave te be the 


/ a Ree, 
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3 ene £0 nteongtins unth cano andl the Tone 
eat, i oe 
A byen baw a otrep of work ot hard boark acrovo Xt” 
inh this will herpor He tine, This to on Cptecelly 

primerple Yor the kempul, 0 That me Loco oof 
need te Nebuilh. fhe entire cobinet Te dyed fhe 
reeenence ! . 
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MILLS MODEL. MoNocttoR-D 


TeP view 


prot Bick WITH TWEERERS | 
ATTACHED . r | 

3" toms — | 

GLE A BLOCK OF woop ia | 


UNDER HERE To TAKE 
GRi0E ScREW 1" 28 an 1436 =. a 
a ee oi 


//y | if <= 39%* ont meen , ue 
en / | SoH BRIDGES MUST BE 4, 
ye 7p | PRYSH wiITH Ewos of Y, 2a 
rd iy METER OTick. Uy ZB" Ream 1X2 
ea ——— Lg °bo2am > 

ThWS of TWEEZERS MUST BE EXACTLY FLUSH MonocHRO STRIWS CENTERED ov 


FROM BASE of BLOCK. 


2" Sl mm 
Wink 


I" Wide $* RLgwoop STRIP 
MOnecHERD GoDy SuRFACE METER sTicK_ 


FIRST MAKE THE PMN BODY. sipEs ARE Two 45%" Ns2mm"] x25 "C1a 9% * seni.” 
LENGTHS OF PINE ; TP ¢ SoTRM SAME LENO A: 814 wm wipe LS sinew PU ROD.. 
OR PAHAWONG. ONE DB” Fb mm 1X2 GOES MSDE THE LEFT ED, THE oTHER 254" Clam 
Fhe THE RIGHT END(wHICH Io 3" Fomm Feom CouTER of GLOCK To ews). A METER LEX 
oF LT 2GEmm WIDE XE" 3mm Hick AYWOOD MES BETWEEN METER Erick Avp SounpBoAeD. 
AFTER BODY 19 MADR AND METER STICK mMoUMTED AS SHOWN, MAKE TWEERER Brock AD 
Mount TWEEZERS. MEASURE FRom cewrER of TWEE ZER TAWS TD OVTSIDE of Merge 
STICK TO DETERMINE posiTION of STRING (O 29$" b2 mm), LOWER JAW of TwER BERS 
MUST BE EXACTLY |" Sl mm FROM BASE oF Block, RIGHT STRING svpprt (40° aLuriiogn 
GRE) MUST BE AT RIGHT ANGLE FROM METER snck END. LEFT Sur PORT (ewiiecias 
1000 mm FRoM THE RIGHT ONE, AND AlSo AT A RIGHT ANGLE TD EMD of METER sncK. 
STRint HEIGHT ExAcny I" Simm, UKewse Weezer SAw. LowER LEFT CORNER of 
TWEE RERS MUST BE ExheTey Go” FRom METER stick. LUFKIN BRAVD ALUMINUM MBTEF 
STICK QUITB ACCURATE, USE A Bow ee eeraey TONE PHED PLAYIWG. 
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neepe a otinduy olightl, thaw 
ares Saag. a ES Ue eae 

ween is) Strathonae 3- ply do He heat,” Hhoush 
2- do certainly ‘Aneta your staf along, fe 
neh rh avd mark the 50 6 fe eee 
a otlive. Dt de untdin thie sipace. that we. will “rid cron 
mode, For ar Syample, we'll Trach D/DIMUS' CHROMATIC. 
Ot hevhs Lhe +o: | 
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L——__3f ___ 
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ae a ee Be ee 4 


= «Me te alin matt te 


sprees Fr y we device 16 ante 100 (enti - 

Ho ieee a whweh ise mark oy our 

ere When we clamp thin prind with mm menechad 

Sey eee eae tn acbattion t the whole string 
fo a 1% 5, as s han te nebtion £1 BY of te 
pemander of stung te the othr 2445's, we first must 
QUA (od. 


fond vo tiy be he it p pypare ance anen 
ae 413 

rile TINE Nec ne ork gr piace 
we hear fhe 25f4 from Hye ateonsh te hind. dayrate. 


Another way, opprosch tis tiwal woulh heave been 
AL NYS and 724 = 1% anh founh thio dn nelation, 
b& te whole thing 20 we bbe yrtl He YE. This mithok 
an be useh te find our Hundt nbriil, te Y5- eta 
: mess a 4/3 in nebetion te our 100 conlimekr 

whith gives us 25 centomtro, Mark Hts on the stip. 
Fen your next antirval , mesowre ff a Yo im relation (the 
moter Aonasth. This gureo wo 33, BB... eon. Marke thie perfect 


Aft om your menectinds wtp. To fond the dongtte 
tre uppr tetractadk , we ath weh of Ra sete GC 
the 3/2 and measure. Hem sn niletior ts Phe [OD em 
The Fo + '\%o = %, JD em, divided by B ie 
(2.5 em, 5% 12,57 62.5 and we werkt te ubtion f 
the ining He ST ty tHese 5, vr 00- 62.5 = 37.5 om. 
Cor wiot ” 3X 12.5), Mesure iA an mark it. 
New (15 + B4= '% > thet W2* 3, 5 goo nbs 
ied (h wmce 20 Times anh we want 2 of hosp 
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An Grom gona, Delp eat Able. Oe 
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all the way wp the sides, After 41, fonsted, 
then they me iA don unk otit ver + Jueves 


The surface f an tron pone, ptntl be bikin ath oven te 
Awhpreve. the tne. Pah. Chebro sys," More. beaten eared 
The umdat. fa yong (he deep " wink -wad. D) can 
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be Casters He weeythed boos at tte mibhle ard tHe rest 
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boxy tn neabity « Helmhelds Atconater with » Little hole. 
They are obusel lonelier and produce a beaut ful wonbate 


GPE ey He Oh Oy = ) anc io 
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Aihe a bow outa. However, the ty varity 
42 the " hereigeh- thunder" kink, urtuth hoes rot white % 
© The gemulen a pilih, but io moe of a Leep beoo” prtucince* 
When Lor Harner, ank Wilken. Clog J. 
7 | Qing fst tert 
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jut a ple mth no flange in offect a huge bonang. ple. 
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on a pledge. OA ome conll wut four V-cuk 


Welk be te a PEE GEARED a, 
pirheapo a hek aloo. Ar Aha urorho, biminun. 
Mhenlth be at She. aixe. Hewes , Len Leet 
tomk stumininn woulf debe tHe amount ote by 
fiecerany Gora gorg, ageing) untisg it were ‘a 


What & be fte prottna weo thatthe Mruge 
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the 40 attiviel, Oto » Tough it Te bend 
His shye back; at tnde te nipple. Yom just hive  pordst. 
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kyr Mark, Hie. aeulplr aud ares 
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whe hak Maced A arvtial deers Lo ated with 
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excerpt of a cloth painting called The Barikan Banner of Gegesik by Sitisiwan (1865-1948) of Cirebon 
from a facsimile scroll published by the Lontar Foundation, www,gamelan.org/lontar and www.lontar.org 


